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Prom the editors* 

In publishing the first volume of papers of 
the VUIth Archaeological Congress, which took place 
in Moscow in January, 1890, to commemorate the 
twenty-fifth anniversary of the foundation of the 
Imperial Miscow Archaeological Society, the editors 
decided to devote it to the extensive works of the 
Professor of the St .Petersburg Theological Academy, 

N, V. Pokrovsky, of the Department of Ecclesiastical 
Antiquities, in view of the importance of the works 
and also of the necessity, in the opinion of the 
editors, of bringing forth and encouraging works 
dealing with the study of By zantine-Russian Iconography 
and Russian ecclesiastical antiquities in general. 

All those papers of the Congress which will be de- 
livered to the Moscow Archaeological Society will find 
place in the succeeding volumes. The second volume, 
which is devoted to prehistoric antiquities, is al- 
ready in print. 

This first volume was printed in St .Petersburg 
under the personal supervision of the authors all the 
following volumes will be printed in Moscow under the 
auspices of the Moscow Archaeological Society. 

Countess Uvarov. 
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FOREWORD 


Monuments of Gospel iconography represent one 
of the greatest items in the general system of eccles- 
iastical archaeology: that is mhy me have long paid 
attention to them. Little by little me have classified 
them into a special group and studied them by means of 
scientific publications and existing literature from 
the external and inner points of view. The results did 
not fulfill our original expectations. It mas found 
that the existing publications of Byzantine and Russian 
monuments are Insufficient and unreliable in the ex- 
treme. Many of the most important monument 3 mere not 
only not studied, but even not published. The choice 
of monuments for publication is often explained by chance 
and ulterior motives, but not by the requirements of 
the essence of the matter: the pictures of the monuments 
sometimes give mrong impressions of the originals, clear- 
ly contradicting the fundamental principles of Orthodox 
iconography: and the existing scientific literature 
merely brushes some separate questions of Gospel icon- 
ography, not touching the great mass of them, and almost 
entirely ignoring the existence of the religious ideas in 
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the Rnaaiflf monuments. In vie* of this, we undertook 
several journeys to study the monuments in the places 
of their origin - in Russia, Greece, Turkey and Western 
Europe, Here there presented itself the possibility 
of learning many monuments entirely unknown in scientific 
literature, and of correcting inaccuracies in existing 
publications and appraisals of monuments. On the basis 
of this material, collected mainly through the personal 
study of original monuments, the present book was con- 
ceived, A relative incompleteness of material and defects 
in the methods of research are unavoidable in the first 
experiments with such works: but we allow ourself to 
hope that in this work nothing of substantial importance 
is missing and that everything has received an explana- 
tion to the author* s best ability. Only those monuments 
were purposely left out which, being copies of the orig- 
inals, are not of great importance in the general history 
of Gospel iconography. Future discoveries of monuments 
might influence one way or another, some of our con- 
clusions: but the material collected by us will hardly lose 
its special significance. Our constant and warm desire 
has been to publish in pictures as great as possible a 
part of the collected material, since pictures present 
to the reader the exact and clear conception of the sub- 
ject, and give clarity to the conclusions based on them. 
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But the lack of necessary means forces us to restrict 
the number of illustrations. We give here only pictures 
of the most characteristic monuments, some hitherto un- 
published and essentially necessary for a clear under- 
standing of our descriptions and conclusions. We have 
annotated by means of footnotes all the most Important 
publications, with the idea of facilitating for the 
reader the possibility of inquiries and verifications. 

If our vork arouses in the readers a certain esteem 
and love for Orthodox antiquity, le can vith calm con- 
science, consider our aim attained. 


St. Petersburg. N. POKROVSKY 

October, 1891 
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INTRODUCTION 
The purpose of the present work consists In the 
ecolesiastloo-arohaeologioal explanation of pictures 
referring to Gospel history, mainly Bysantlne and 
Russian, Iconography of the Gospel in all its variety 
of monuments ancient and modern, oriental and western, 
artistic and craftsman, is necessarily connected with 
the Gospel texts; but not always and not everywhere 
does it present it with the same exactitude and uni- 
formity, Appearing in the most ancient epoch of Chris- 
tianity in simple forms. Iconography with time changes 
its original character, according to the change in the 
attitude of Christian consciousness to the Gospel 
text Itself, and the general point of view on the aims 
of Christian art and iconography. Therefore iconog- 
raphy is, up to a certain point, subordinated to the 
law of historical development. Where lies the original 
kernel of Gospel iconography, where and when and under 
what circumstances was it developed, in what did this 
development express itself, and to what end did it 
arrive? These questions have their incontestable im- 
portance, The iconography of the ancient period does 
not represent either a wide choice of subject or breadth 
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of theological and artistic planning in development of 
these subjects or iconographical compositions* Every- 
thing here is simple, as simple as is the original 
Christianity, The Christian symbolism of the catacombs 
expresses even the most lofty truths of Christianity 
in concise forms; in simple, sometimes even naive form, 
it gives only a hint of these truths, leaving it to the 
observer t6 transport himself by thought and imagination 
into the region of eternal ideals which transcend the 
medium of the pictorial art. Here historical scenes also 
do not vary: we meet the same themes in Italy, in Oreece, 
in Syria, and in Egypt. The centre of this iconography 
presents the personality of the Savior and the miracles 
of the Gospel. But in this period neither the types 
nor the composition of the pictures were yet settled 
with sufficient clarity, through the trends toward this 
stabilization were already noticeable in the Fourth Cen- 
tury. Christian art was under the strong influence of 
antique art, which at that time, it is true, had lost 
the freshness of energy necessary for new creation, but 
preserved the beauty and plasticity of artistic forms. 
Using these forms and uniting them with Christian ideals, 
Christian artists, if at the same time they succeeded 
in mastering the full conception of Christianity as a 
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Page I 


religion, could not but see the extreme inadequacy of 
these forms for the expression of Christian ideas* It 
nas necessary to remove some of these forms, as not 
corresponding to the spirit of Christianity, and to change 
others and create anew a third under the immediate guid- 
ance of Christianity itself. Traces of free treatment 
of the original forms are already noticeable clearly in 
the sculpture of anoient Christian sarcophagi; they ap- 
pear even more clearly in the mosaics of the IV - V cen- 
turies, and the VI century already gives us many monu- 
ments of entirely independent Christian art, created 
inside the Christian nor Id, while antique art here left 
only a trace, as a tradition of a remote artistic school* 

Lively creative activity in the sphere of pure Christian 
art is concentrated in Byzantium. Byzantine art delivers 
a decisive blow to the plasticity of the forms of antique 
art, but it considerably widens the artistic horizon and 
elevates thought and imagination into the region of lofty 
ideals. An immense work was ahead for Byzantium: it was 
necessary to establish the fundamental types of design of 
different persons, and this already demanded great his- 
torical, theological and artistic knowledge,/beoause Page II 
these types were not Just a simple copy of nature, but 
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were a result of a creating* even If such creating 
was not attempting to rupture the bond with realistic 
portrayal: it was neoessary to create entire groups 
and compositions of pictures on the subjects offered 
by Christianity. The work was going on rapidly and as 
early as the VI century vast cycles of pictures sere com- 
pleted in the spirit of the Byzantine artistic stand- 
point. The type of the Savior and the compositions on 
Gospel themes were the subjects on which the creative 
activities of the Byzantine artists had to focus them- 
selves first of all. Already in the VI century there 
appeared illuminated Gospels with vast iconographical 
content with types and compositions sufficiently de- 
fined. Whereas antiquo-Christlan art sets forth mainly 
concrete facts* the Byzantine art introduces into icon- 
ography elements of abstract theology* profound thought 
and contemplation. The main determining basis in this 
aotlvity of Byzantines and also of artists of the antiquo- 
Christlan period served the text of the Gospel: but 
this was not the only source of knowledge of the person- 
ality of Jesus Christ and Gospel history. Christian 
tradition in its various aspects and forms had to find 
access to iconography: in accordance with the development 
of the tradition and its transition into the consciousness 
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Page II 


of artists, iconography was also changed: new composi- 
tions on the subjects of Gospel history were created, 
old compositions were changed, absorbing new elements, 
which appeared under the influence of the tradition* 
Tracing in this way the development of Iconography, we 

trace simultaneously the development of religious and 

the 

artistic conceptions: observing/gradual growth of Gos- 
pel iconography we observe the change in the relation- 
ship of human consciousness toward the Gospel text in 
different epochs of history, and we study the efforts of 
human thought to soar to the heights of the Gospel, and 
to express the whole depth and breadth of its content in 
artistic forms* The development of these forms con- 
tinues from the V up to the XII century, but even the 

ensuing period of decadence, just as in the period of 

the 

the seoond renaissance of Greek history in/XVI to the 
XVII centuries, presents not a few curious phenomena 
in Gospel Iconography, even if these phenomena were not 
as much the result of organic development as a conse- 
quence of mechanical combination and piling up of ele- 
ments* The basic rules of Byzantine iconography were 
also absorbed by the medieval art of Western Europe^ 
and formed the foundation of the multitude of monuments 
of murals, miniatures, carvings, and enamels, pres- 
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Cathedral of St. Sophia In Kiev, The majority of anelent 
Russian churches were satisfied In their murals by the 
more comprehensible and customary pictures. Of Illum- 
inated manuscripts there could not have been many) and 
In homes, simple Icons were used. Also In the beginning 
the total of available educational means could not have 
been very great, and If In the whole complex of ancient 
Russian iconography one can find In the most ancient 
epoch some revelation of Russian creation, then we do 
not find them In Gospel iconography. Comparing, from 
this point of view, Russian and Byzantine monuments, we 
come to a conclusion of identity of forms, points of 
view and conceptions appearing In than. The only con- 
clusion to be drawn from this Is the conviction that 
Russian iconography is genetically dependent from the 
Byzantine. But with the approach of the XVII century 
the situation changes. Both the monuments that have 
reached us and the clear testimony of ancient literature 
assure us that our Gospel iconography begins to enrioh 
itself by the afflux of forms, which have their origin 
partly in the neo-Greek and partly in Western icono- 
graphies, and partly were created by Russian artists; 
at the same time, some ancient Byzantine forms disappear 
from artistic usage, or enter new combinations. This 
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change la again connected with the change In religious 
and artistic points of view: it has reflected the 
transition from the epoch of "faith from simplicity of 
heart" to the epoch of knowledge by inquiry. All these Page III 
steps in the history of Byzantine and Russian art 
must be given an exact explanation in the analysis of 
monuments of Gospel iconography. But the mentioning of 
the epochs considered shows only the general trend of 
Byzantine-Russlan iconography, whereas in the history 
of many separate pictures one often has to deal also 
with particular reasons under lying the changes and de- 
velopment of some single pioture, whioh considerably oom- 
plioates the task of research. It is dear from the 
above that our research is directed toward aroheologioal 
and historical alms but not toward practical ones. Of 
course the classification of lconographloal forms and 
their assignment according to epochs with the identifica- 
tion of characteristics of one or another epoch can serve 
as criticism in the matter of the defining of newly 
founded monuments and chronological plaoing of them, 
which already constitutes a practical result. And 
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one also oan hardly contest the fact that correct planning 
of tasks for our modem shattered Iconography Is possible 
only through study of the monuments of antiquity, as 
these monuments present many attempts to solve identical 
problems at different times: the study of the experiments 
of the past is useful in making plans for the future. 

But at this time ire leave aside the problems of prac- 
tical application of archeological knowledge, as a sub- 
ject of the special eooleslastlco-praotioal solenoe in 
conjunction irith artistic technique and stay irithln the 
limits of hlstorico-archaeologloal science: soribitur 
ad narrandum, non ad probandum. In what nay 1 b it poss- 
ible to reach the satisfactory solution of the prob- 
lems irith which one confronts oneself? According to our 
conviction the only possible way consists in the com- 
parative study of the physical monuments of antiquity 
and the monuments of ancient literature. Bringing to 
light and necessary criticism of the former will show 
the historical growth of the iconographioal forms and 
their changes in different times, and the monuments 
of literature will give the explanation of the inward 
basis and motives stimulating these ohanges. We shall 
explain this. 
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Page III 


The lack of preliminary collections and works 
in the field of the history of the Gospel iconography 
in Byzantium and Russia puts an investigator first of 
all in the position of a collector of material. It is 
impossible to set broad aims of research in the field of 
arohaeology until the moment when the separate monuments 
are brought to light. The more we have of such monuments 
the better and the nearer to the truth will be the con- 
clusion based on them* A truthful saying was uttered a 
long time ago: n He who has seen only one monument has 
seen nothing and he who has seen a hundred monuments has 
seen only one”. It is neoessary to compare these monu- 
ments and distinguish in them traces sometimes seeming- 
ly petty, but which have their importance in founding 
the general theses; it is necessary to classify them 
according to the similarity of basic features, allocate 
them according to chronological and sometimes to local 
groups. This is the preliminary and preparatory stage 
of the work. It is Impossible to avoid it; in the same 
way it is Impossible to keep this material for oneself, 
and not to exhibit it: because the basis on which a con- 
clusion is reached should be set forth, otherwise veri- 
fication of the conclusions is impossible. Until now 
the monuments of the ancient Christian period enjoy 
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comparatively great repute; the Byzantine monuments are 
leas known, though they have already attracted the atten- 
tion of the specialist s, and some groups of them, such 
as, for example miniatures have reoeived even sclent if ic- 
artistic appraisal. But for the history of Byzantine 
iconography, collection of the exact reproductions of the 
monuments would he necessary which until now we have not 
had. The attempts of this kind made hy Agin court, 

i & r 

Sommerar, Lacroix, Rogot de Fleury, and the others, give 

A. 

only a few examples of Byzantine Iconography, chosen 
according to the personal judgment of the authors men- 
tioned, not in the interest of Byzantine history as a 
whole, are for us extremely insufficient. As regards 
monuments of Russian iconography, they are even less 
known archaeological literature than the Byzantine monu- 
ments. This creates the necessity for preliminary search 
and study of the monuments dispersed in the museums of 
Europe, in monasteries, cathedrals, ohurches and private 
collections of the amateurs of antiquity. Up to what de- 
gree we were able to prevail, this first obstacle will 
be seen in the proper place. Undoubtedly the attempt 
made by us to write a oomplete history of Gospel icon- 
ography would be impossible without this preliminary work. 
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The possibility of the scientific coordination of monu* 
ments collected in this manner has its support in the 
fundamental elements of Byzantine-Russian iconography 
and does not contradict the development inherent in the 
latter. The opinion that this iconography represents a 
conglomerate of chance phenomena, appearing according to 
the whims and caprices of the craftsman icon painters, 
belongs to dllletantes. It has no serious factual basis, 
if one discounts as suoh basis the Isolated oases of 
abuses such as are mentioned in a ukase of the Czar 
Alexis Mlohallovioh, aimed against the Holulsky icon 
painters*^ If it is possible to talk of general Page IV 

^ (I. E. Sabelin* Materials for the History of Icon 
Painting. Annals (Vremennik) of Moscow Society 
of History and Antiquities, 1850 Vol. 7* 
pp. 85-86* ) 

principles of sohools and periods in the history of 
Western paintings considering the oomplete freedom and 
originality of the artistic ideas of Western artists, 
so mu oh more natural is the coordination in the Byzantine* 
Russian iconography classification, which is mostly of 
a hieratic character. Byzantine iconography from its 
first steps, allied itself with religion and served its 
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purposes* Iconography began to be looked upon as one 
of the means of the religious and moral education of the 
people* This point of vies took such root toward the 
VIII century that at the Seventh General Council the 
necessity of prohibiting any kind of innovation in icon- 
ography nas pointed out* One of the members of the 
Council , (Deacon Epiphany) said that only the technical 
side should be subject to the judgment of an artist; 
whereas the composition of the icons he reserved to 
the Saint Fathers (ohurch dignitaries. Translator's note) 
and he based it on ancient tradition.^ We have reason 
1 ) 


to think that the point of view of Epiphany did not rep- 
resent in itself such an original phenomenon, which could 
shook his contemporaries and would be in oomplete disoord 
with reality* The veneration for tradition and the imita- 
tion of antiquity, although not reaching a standardization 
of icon painting that would not allow any development, had 
been inculcated in artists by the previous epoch, therefore 
Epiphany from this point of view expressed the opinion which 
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©as applied in practice. It indicates the foundation on 
©hich the possibility of the scientific coordination of 
ioonogr&phie monuments is based: but he stretohes this 
point of vie© to excess, recommending repressive measures, 
©hich ©ere not in conformity ©ith the real state of affairs. 
It seems that this excess ©as notioed by the Fathers of 
the Council: they did not organize the control over the 
loons by the churohj as a matter of fact, it did not exist, 
not only at that time, but at any other time. At least 
in the entire history of By zantium, except during the epoch 
of loonoolasm, ©hich cleared and firmly established the 
principle of icon ©orship, one does not see any sizeable 
measures to that end. The church* a po©er not only did 
not offer any kind of guiding rules in ioonography, but 
did not even protest against innovations. At the same 
time these innovations ©ere not rare phenomena. The ex- 
pansion of Christian ideas expanded ioonographlc cycles; 
©ith the increase in religious festivals, no© ©ritings 
and collections of ©ritings appeared, the ideas of ©hich 
©ere transferred in art, even sometimes directly on the 
©alls of ohurohes, in the form of mosaics. And if no© ©e 
look at some of the monuments of Byzantine antiquity from 
the point of vie© of the conceptions already established 
about sources of iconography and religious teachings in 
our time, then perhaps ©e find in them much that is 
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Page IV 


superfluous and arbitrary, which theological thought, 
roared in the severe formulas of religious teaching 
can not admit, The Byzantine attitude to this question 
was different . Keeping for themselves the point of 
view on the icon as an object of veneration and medium 
of instruction of the people, Byzantine theologians 
were far from applying to each separate picture exactly 
fixed measurement of religious teaching, or applying 
criticism to the picture. They knew very well that the 
people will not draw from iconography new dogmas and 
create on this unstable foundation new heresies and 
schisms: and therefore they allowed a certain degree of 
freedom in this sphere, providing that iconographic 
innovations did not shock the eye by flagrant ten- 
dentiousness, The history of iconography from this point 
of view is analogous to the history of the ecclesias- 
tical ritual* The assemblage of Byzantine ecclesiastical 
rituals was by no means created by the exact prescrip- 
tions of councils or individuals, who would be occupying 
themselves with the creation of complete rituals and 
ceremonials and of spreading them everywhere. The number 
of the ritual rules which owe their existence to Councils 
is extremely limited. On the whole, history created 
the ritual. The life of the church and the inward and 
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outward conditions of its development call forth ritual 

and ecclesiastical usages, first local, which with time 

gain forms exactly defined in the written set of rules 

and receive the general recognition of the church. The 

same thing applies to iconography. And if in spite of 

the existence of definite codes, in the form of written 

statutes, apparently limiting the ritual, the church 

allows newly appearing rituals and even entire servloes, 

then it also allows changes in ecclesiastical iconography. 

But neither divine servloes nor iconography could be 

considered dogmatic systems, in which the entire content 

up to the most minute details is sanctioned and officially 

recognized, and in which the smallest signs of private 

opinion and points of view are missing. Only with time 

when the tremendous work of re-examination of all our 

books of divine servies rituals, iconography and so on 

is finished, shall Catholics and Protestants have the 

right to address themselves to these subjects as to one 

of the sources of Orthodox dogma. Be that as it may. Page V 

the VII General Council set up no repressive measures 

the 

against iconography, although/veneration for tradition 
expressed by Epiphany corresponded to the spirit of its 
(the General 00x01011* s) definitions and general point of 
view on the religious painting of that time. The church 
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Page V 


did not support the iconographic uniformity in Byzantium 
by external measures, but by the character of education 
of artists, by the general and established set of concep- 
tions of ecclesiastical art, and by the general principle 
of conservatism of the Eastern church. It even allowed 
a development, but the latter, from its inward side, was 
not so much the product of personal inventiveness, as 
the expression of ideas and conceptions already intro- 
duced into general usage. Innovations were easily assim- 
ilated. They brought forth imitations, and little by 
little Increased the stock of the traditional ioonograph- 
ical forms. Clearly the coordination of the results of 
development which had such a conventional character is 
entirely feasible. Eight centuries later, after the 
aforementioned General Council, when Western Europe was 
able to present a long succession of brilliant artistic 
schools and trends, in which there was not only no visible 
traces left of Byzantine influence, but even the basio 
standpoint on the purposes of the art was entirely changed, 
with us in Russia there was again brought forth the old 
basis of veneration of tradition and of copying holy pic- 
tures from the best ancient Greek and Russian examples* 

The exponent of it proved to be the Council of the Hundred 
Chapters. Its decision had no practical consequences. 
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Pag© V 


but for us the Important faot is that her© is supported 

the old standpoint on iconography as a subject that has 

stability and precision of form, And after all, are 

not Greek and Russian painters' guides the evident proof 

of the same iconographioal precision? They offer for 

the guidance of artists, descriptions of all the most 

presuppose 

Important pictures and therefore/the possibility and the 
necessity of uniformity and subordination to certain 
regulations; and the monuments that have been preserved 
prove with complete clearness, that the requirements 
of painters' guides not only did not contradict the ac- 
tual reality, but also restrained the tendencies toward 
personal artistic whims, that is, they helped the purpose, 
to which the Council of the Hundred Chapters aspired in 
vain. If even these painters' guides, in spite of the 
assurances of their introductions, do not stem from the 
Byzantine epoch, at least they prove that such a stand- 
point was preserved with us in the XVT-XVIII centuries. 

Prom this point of view the Byzantine-Russian iconography 
differs entirely from the Western, To appreciate this 
difference correctly it is necessary to pay attention to 
their fundamental principles. In some particular cases 
they can sometimes approach each other, but in principle 
they had already grown apart in the XIII century: in 
the West, the border between the ecclesiastical and secular 
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iconography is destroyed; in one as in the other equally 
individual thought and artists’ inspiration dominate* 
not being restricted by traditions entirely new forms 
are introduced in ecclesiastical iconography and their 
merits are determined by means of the same criterion as 
in secular art: the icon designated for the church is 
treated as any other picture designated for a drawing- 
room. Such a picture can carry away the emotions and the 
Imagination, can bring forth a feeling of enraptured 
emotion and a bitter weeping, but does not conform with 
the Eastern Orthodox point of view upon an icon, as one 
of the edifying media and an object of religious venera- 
tion. Our ancestors drew a line between Iconography and 
secular painting. Just as between ecclesiastical teach- 
ing and private instruction. An icon as the represen- 
tation of a certain idea in certain established forms* 
according to their belief, should not allow of arbitrary 
changes. This standpoint appeared as a direct deduction 
from the general point of view on the church ritual. 
Guarding the ritual from innovations, our ancestors also 
guarded iconography. Our contemporary point of view and 
practice on these subjects are not distinguished by such 
logical consistency. We have a Just respect not only 
toward the dogmatic and canonic* but also toward the 
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ritual traditions of antiquity, guard them from arbitrary 
distortions, bring up questions of uniformity of eccles- 
iastical practice, and try to make it conform with the 
old traditions; as concerns iconography, we leave it at 
the complete disposal of unrecognized artists, brought 
up not at all in that spirit which is required for eccles- 
iastical painting. It would seem as if it were a matter 
which has no relation to the ecclesiastical question* 

Leaving aside the question of inconsistency, the result 
of this is that our iconography loses more and more its 
definite character and changes into a pitiful copying of 
Western pictures; the merits of its inner content are sac- 
rificed to realism; the iconographic forms and composi- 
tions borrowed from the We st sometimes are in direct dis- 
cord with the traditions of the Eastern church, as for 
instance the image not made with hands with the wreath 
of thorns (the imprint of the fact of Jesus on the 
napkin* Translator 1 s note.), and the Eastern legend of 
its origin; the murals in churches are placed without 
any definite order, and in this way the edifying symbolism 
of a church expressed by its ancient murals disappears; 
even in church iconostasies the ornamentation begins to 
oust the iconography. The lack of a definite point of Page 
view on character and purposes of church iconography, 
the complete arbitrariness, the blind imitation of the 
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West - that Is what our contemporary reality shows us. 

The exceptions are rare. 

So then the standpoint on the ecclesiastical icon- 
ography prevailing In antiquity gives us the basis for 
considering antique monuments collectively, as an ex- 
pression of a certain definite Idea, Their classifica- 
tion on the basis of identity of forms is at the same 
time the classification according to the Inner content, 

Tn the process of an archaeological work the external 
classification of monuments occupies the first place; 
but the final purpose of iconographical research does 
not consist in this. In themselves groups of monuments 
represent only the skeleton which requires inspiriting. 

A definite scheme prepared by diverting the attention 
from available monuments, presupposes a certain inner 
content. Is it true, and where to look for the key to 
the solution of the inner sense of iconographical com- 
positions? If Byzantine iconography has always stood 
in a narrow union with religion, then it is understand- 
able that its forms must express definite ideas and 
conceptions. Otherwise the continuous repetition of 
compositions which we notice in its history would be 
impossible: chance phenomena not sufficiently defined 
from the point of view of their inner content, could 
hardly find general recognition. In the iconographical 
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productions of the Qyzantine artists the subjective 
element occupies the second place; they tried to stay 
In the sphere of Ideas and conceptions of common usage* 
moulding them Into artistic forms. Being on the level 
of contemporary knowledge* they transferred it in to 
iconography. It is impossible to assert that Ry z an t ln e 
iconography embraces the whole complex of this knowledge: 
its field is much narrower, and every attempt on our 

part to fill the lack of literary monuments with the 
monuments of Iconography could not meet with any success. 
The only thing that is true is that Byzantine artists 
were inspired by the same ideas, revolved in the same 
circle of thoughts and conceptions as their contempor- 
aneous religious thinkers. Therefore it is possible to 
compare their productions with the monuments of ancient 
literature; with the help of the latter it is possible 
to ascertain exactly the inner content of iconographioal 
compositions. The main task consists in finding these 
monuments and ascertaining their real connection with 
the iconographioal monuments. Such monument of litera- 
ture in its application to Gospel iconography, as has 
already been mentioned, serves the Gospel itself first 
of all: in it are given not only all basic themes of 
Gospel iconography, but are even indicated some details 
of the characters, types, circumstances and history of 
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events Important In the matter of artistic creation. But 
if this primary source was not always and in everything 
sufficient for artists, then also it is not sufficient 
for a scientific explanation of monuments of ancient 
Gospel Iconography. Many events are related in the Scrip- 
tures very briefly and for their artistic transmission 
it was required to supplement them from other sources; 
therefore, for the explanation of ioonographical phenomena 
of that kind it is necessary to turn to other monuments 
of the written language, aside from the Scriptures. 

Neither their evaluation nor even a simple enumeration 
of them could be made here; it will be given in the 
analyses of iconographical subjects. Here it is sufficient 
to mention that these monuments are very disparate in 
their character: some are exegetic, others historical, 
homiletic and liturgic. Not the least place is occupied 
by the monuments of apocryphal literature. They are 
being insistently pointed out as a source of iconography 
by many experts; we shall mention Count Uvarov, de- Vaal, 
N.P. Kondakov, A. I. Kirpichnikov, E.B. Barsov, Mr. Ainalov 
and Mr. Redin. Enthusiasm over them sometimes reaches 
such limits that could only be explained by insuff ioient 
acquaintance with the monuments of iconography, as for 
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instance, in the observations on this subject expressed 
by Mr. Sakharov*^ Within the limits of exaot facts, 

^ (Christian Reading (Christianskoie Chtenie) 1888 
No. 3 - 4 , p. 296). 


serious comparison of them with monuments of iconography 
has its basis: it is possible to apply it in some cases 
toward anoient-By zantlne monuments and particularly 
toward Medieval Western and Russian of the XVII century, 
when illuminated manuscripts of legends of the Passion of 
Christ came into fashion with us. Nevertheless, no 
matter how we regard the origin and significance of the 
apooryphies, whether we consider them productions of ancient 
heretics, put into circulation for the purpose of pro- 
paganda of heretical errors, or a product of pious im- 
agination, brought forth by the brevity of the true 
Scriptures; whether we consider their content entirely an 
invention of the imagination or whether we find in them 
a particle of truth transmitted here partly from the true 
Scriptures and partly from unwritten legends, in any case 
the attitude toward them of Byzantine iconography has no 
tendentlal character. Byzantines have not had complete 
illuminated codices of apocryphal Scriptures; in any case, 
we have not succeeded in finding there anything of that 
description. Not one of the dogmatic errors, brought Page VII 
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forth In the apocryphal Scriptures, finds more or less 
clear reflection in Byzantine iconography. The external 
details of events, narrated in the true Soriptures - 
that is the ground on which the Syzantine iconography 
sometimes meets with apocryphles. But these details 
often repeat themselves also in the other monuments of 
ancient literature, which from/iogmatioal point of view 
have nothing in common with apocryphles. The question of 
how this similarity originated is not yet solved: whether 
it oan be explained by borrowing directly from apocryphles 
or borrowing from the most ancient legends, which authors 
of apocryphles also used. Some details of Gospel narra- 
tives are mentioned by ecclesiastical writers apparently 
earlier than the apocryphles themselves received the 
final version, and without any doubt, earlier than the 
latter were included in the index llbrorum prohibitorum. 
Having defined the purposes and the ways of our 
research, we shall pass on to reviewing sources of Gospel 
Iconography. It is necessary in the first place because 
many souroes are not yet known to ecolesiastico-archaeol- 
ogical science, and appear here for the first time, and 
the sources, known previously to the other authors, are 
examined by us from a different angle; in the second place, 
because of using these sources for an explanation of the 
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history of separate ioonographic subjects, we must 
necessarily separate them into their component parts; 
but as they are also interesting in their entirety it 
is necessary to characterize them separately as com- 
plete monuments, with their essential peculiarities, 
occupying one or another place in the complete series of 
monuments of Gospel iconography; in the third place, 
a review of sources will show us the general historical 
course of Gospel iconography; and finally in the fourth 
place, this presents us with visible proof of the degree 
of the completeness of our researoh, 

A) The first place among the sources of Byzantine 
Russian Gospel iconography should be given to the ancient 
codices of illuminated Gospels. In the complete illumin- 
ated Gospels there is an entire and complete iconographio 
cycle of Gospel events, which we cannot find in any of 
the other groups of monuments. It is only in them alone 
that we find certain miracles of the Gospel, certain 
parables, sermons, journeys and the like, that is, such 

details to which the consecutive narrative of the Bvan- 
min iaturlsts 

gelists led£ but for the separate representation of which 
on an icon or a church mosaic there was no urgent induce- 
ment. But in spite of possessing this numerical 
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completeness , the Illuminated Gospels do not contain in 
their Illustrations such breadth and freedom of ideas, 
nor such originality of invention of subjects, as are 
possible in other monuments and even in miniatures of 
some manuscripts, as for Instance, psalters, the homilies 
of Jacobus, works of edifying character. Illuminated 
manuscripts were intended not so much for private use as 
for church use. Before the consciousness of miniaturists 
there was ever present the text of the Gospel, inviolable 
and not tolerating either abbreviations or additions, 
as the main basis for determining loonographlo composi- 
tions. Therefore in the illuminated Gospels even of 
the XII century one can often find such simple composi- 
tions on subjects which in other monument s were at that 

i 

time exchanged for other more complicated representations. 
Miniaturists of illuminated Gospels had no purpose in 
completing the Gospel text by means of visible forms, 
based on the other sources and in this way commenting on 
the Gospel, Such tendencies, if they really took place, 
would change considerably those simple iconographic schemes 
which we see now in the ancient illuminated Gospels, 
Actually the aims of ministurists of the Gospel were much 
more modest. They were trying to relate in visual forms 
only the direot and objective content of the Gospel text. 


Digitized by ooQle 



Digitized by ooQle 



Page VII 


- 28 - 

If such illustrations even could serve didactical pur- 
poses, then only as far as visualization in general re- 
inforces the Impression produced by a mere narrative. 

But as the iconographic traditions of Byzantium under 
the Influence of hieratic principle were stable and de- 
fined and as not only mosaists, loon painters, and sculp- 
tors, but even miniaturists developed their artistic 
taste and practical usages on traditional forms, then 
as a consequence, miniaturists sometimes brought into 
Gospel miniatures even such details as are not mentioned 
in the Gospel text, but which from anolent times were 
introduced in the sphere of iconography, and repeated 
according to the tradition in monuments of all kinds. 
Force of habit prevailed over theoretical considerations 
of literalism and exactitude and prevented strict sep- 
aration of the Gospel miniatures from the monuments 
of a different kind. Such deviations in the illumina- 
ted codioes of Gospels are not numerous; besides, they 
do not represent an exclusive phenomenon in the entire 
complex of Byzantine Iconography, created with the ex- 
press purpose of commenting on the Gospel text. The 
main role of the illuminated Gospels in the general 
history of Byzantine iconography consists in the creation 
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anew of iconographlc foras for some subjects on certain 
themes of the Gospel and In this way therefore give com- 
pleteness to the entire cycle of Gospel Iconography. 

The most ancient of the codices of illuminated 
have 

Gospels that/ reached us do not go back earlier than the 
VI century. Were these codices that are known to us the 
first attempts at illuminated Gospels, or do they rep- 
resent copies of originals more ancient? Many of those 
pictures that were inserted in these most ancient codices 
existed already in the iconography of the earlier time: 
we find them already in the mosaic and sculpture of the 
IV and V centuries and the historic connection between 
them is without any doubt. Concerning one of these 
codices - the Syrian Gospel of Rabula, it was long ago < 
noted that the careless roughness and technical imperfec- 
tion in the execution of its miniatures and at the same 
time the artistry of composition show that the miniaturist 
must have used the existing originals.^ But did 

^ (N.P .Kondakov. History of Byzantine Art. p. 71) 

special codices of illuminated Gospels exist before? 
Neither suoh monuments nor more or less direot indications 
of them have reached us. The monuments of ancient liter- 
ature speak on the subject indistinctly. Prom them we 
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learn about the existence in the IV - V centuries of 
precious codices of the Gospel with magnificent decora- 
tions, but they do not mention directly miniature pictures 
of persons and events of the Gospel. Eusebius witnesses 
that the Emperor Constantine intrusted him with the pre- 
paration of the books for the churches of Constantinople, 
that among their number were well written and even luxur- 
iously prepared scrolls in three and four sheets.^ 

2 ) 

Vita Const. IV, 36-37* Valesii historiae eccles. 

scriptores, ed. 17 M>> t. I. 


There were probably also the Gospels; but the historian 
says no word about holy pictures. John Chrysostom in the 
thirty second discourse on the subject of the Gospel of 
John mentioned the use by Christians, his contemporaries, 
of luxurious codices of the Bible written on the magnifi- 
cent material ( ) in ex- 
cellent script ( ) with 


golden letters ( ( 


. c : f 


). 


(5 


3 ) 


Migne Patrol, o. c.s. gr. t. LIX, col. 187* 


Kedrin says that the Emperor Constantine embellished the 
Gospels of the city's great church with gold and preoious 
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stones.^ But these decorations evidently refer to the 


k) 


; > / : l. 


Corp. script, hist, byzant. Ed. Hieburii. Georgius 
Cedrenus t. Ip. 517, 

coverings of the Gospels; the same decorations are in 
mind in the tale about the Emperor Zeno, who honored 
in the same way the codex which was found on the breast 
of the Apostle Barnabas in the year lj .85 About Theo- 

5 ) 

J Ciampini Vet. monlm. t. I. p. 132. 

mm ~ mm mm mm mm mm mm ^ ^ mm mm mm ~ mm mm mm mm ~ mm mm mm mm mm ^ mm mm ^ ^ mm mm m mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm mm ^mmm mm mm mm mm 

dosius Junior it was known that he was a good calllgraphist. ^ 
^ Mur alt Chronogr. byzant. t. I p. l6. 

In general the art of calligraphy is a matter incontrovert- 
ible not only in the IV and V centuries but also for the 
III century. It is known also that valuable codices of 
the Gospels were preserved in elegant caskets and were ven- 
erated.^ Monuments of miniature painting before the VI 

Facts: Kraus Real-Encyclopaedie der christl. Alter- 
t hQmer I, lj. 57 • 

century have also reached us, but these miniatures have the 
character of antiquity; the basis for them was prepared by 


Digitized by ooQle 



Digitized by ooQle 


- 32 


Page VIII 


the earlier history of art, which one could not say in 
the same measure in regard to the illumination of the Gos- 
pel. A specifically Christian creation was required for 
the latter to a much greater degree than for Instance for 
the Illumination of the Iliad, the works of Virgil and 
even the Book of Genesis, illuminated manuscripts of which 
go back earlier than the VI century. And therefore if the 
illuminated Gospels preserved for us are copies, still 
their originals are not far from them in time. The 
archaeological facts do not allow of placing the beginning 
of the illuminated Gospels earlier than the V and even the 
VI centuries. The symbolic oyole of Christian pictures 
was developed and the transition from Greco-Roman art to 
original Christian art was marked in the first three cen- 
turies of Christianity; the artistic energy of the IV 
and V centuries was directed to the development of main 
types and subjects in the Christian spirits Christian , 
art started the new trend and although there is a certain 
hesitation and inconsistency in the handling of antique 
Christian forms, it Is clear that a turn back was im- 
possible; the fundamental aims of the art are marked 
firmly. The hesitation was finished in the VI century; 
Christian art developed and grew strong. If one compares 
the Ravennate mosaics of the V century (the baptisteries 
of the church of Galla Placida) with the mosaics of the 
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the VI century (of the Church of Appollinaris Nuovo and 
Vitali), then one will note what a decisive step was 
taken by the art in the new direction during the course 
of one century: the same one can see in the other suff- 
iciently numerous monuments of that time. The con- 
sciousness of artistic strength and the skill of handling 
Christian themes, a large reserve of ready material, could Page IX 
inspire Byzantine artists for the great work of Illumination 
of the entire Gospel. For such work there was necessary 
not only knowledge of traditional forms, but creative en- 
ergy and as a necessary condition of success, a deep pene- 
tration into the essenoe of the Gospel. Such a problem 
could not be solved in all its minutest details in a short 
time, and by the efforts of a single person; for that, 
more than one century was recjuired: but it is important 
that in the V and VI centuries such a strong basis for this 
work was laid, that it determined its further course. If 
one compares illuminated codices, which stand not far from 
the two opposite poles in the history of Byzantine art, 
namely codices of the VI century from one side, and of 
the XII century from the other, and these later with the 
latest codices of the XVI and XVII centuries, then it is 
evident that the illuminated Gospels had a certain develop- 
ment, although conventional, as was noted before. The 
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artistic and theological thought of the Gospel miniatur- 
ists, subordinated necessarily to the requirements of 
the time, could not during the course of several cen- 
turies be limited by those iconographic forms which were 
given in the Gospels of the VI century. The rigidity of 
form, the complete lack of creative activity, mechanical 
imitation, also pretentious tendency toward innovation 
and didacticism without sufficient talent and knowledge 
are the signs of the decadence of art; but the state of 
affairs in Byzantium in the epoch of the VI - XII cen- 
turies was different. Here were present not only talents 
but ready Impulses, for art in the general character of 
civilization. Let us take for granted that Greek liter- 
ature had declined considerably already by the VI cen- 
tury, but still it existed and had many of such features 
as could directly stimulate the development of predilec- 
tion for illuminated gospels. The edifying and partly 
legmadary character of literature, transferring thought 
and imagination into the sphere of magic, recalling the 
plotures of paradise and hell, excited interest particu- 
larly toward that part of the Gospel where the miracles 
produced by the S a vior are narrated: and in fact that 
part of the Byzantine Gospel is distinguished by the 
particular abundance of the illustrations. A dry and 
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abstract tendency In literature is a bad fellow traveller 
of art. But admitting a development in illuminated Gos- 
pels, it is necessary to mention its character. The 
basic types and subjects do not undergo a considerable 
change according to a personal whim of artists; the 
changes in them concern only details: once^ established 
types are being introduced into new lconographical com- 
binations, new subjects are created, some new types are 
defined. But new types and subjects with few exceptions 
are created not without influence of the above mentioned 
more important types and subjects; therefore here we 
see not so much an original creation as an adaptation 
of ready baslo forms for the expression of new ideas. 
Analysis of the monuments preserved for us will show us 
more exactly the relationship between the most ancient 
and the most recent illuminated Gospels. The Byzantine 
codices that have reached us are not numerous: a part 
of them belongs to the VI century but the greatest part 
to the X and XII centuries. The lacuna in the monuments 
at hand coincides with the epooh of iconoolasm; neverthe- 
less, the iconoclastic movement cannot be accepted as 
the sole reason for the lack of monuments. The main part 
of the monuments have perished without a trace, but the 
others are not yet known. Their discovery, which have 
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occurred oftener and oft ener In modem times, mal e os us 
think that with time their number will increase consid- 
erably. It is impossible that in the course of an entire 
millenium in Buzantium, which is rich in all respects, 
there could appear the some two or three tens of illumin- 
ated Qospels which we have now. And there is no doubt 
that the amount of the monuments at hand is not oomplete: 
some of them, according to all indications, are copies of 
the more ancient originals, the latter being still miss- 
ing. 

The most anoient of the Greek illuminated Gospels 

has 

that/reached us is the Rossano Codex, which was found by 
Gebhardt and Harnaok in the small Calabrian town of Rossano, 
where, as is known, the Greek ritual and the Greek language 
were retained until the XV century in the divine service. 

It was written on parchment with silver, and according to 
the credible deduction of the learned editors, in the VI 
oentury, ^ but according to the conclusion of Mr. Usov, 

^ (Jebhardt u. A. Harnaok Evangel, codex graeous pur pur . 
rossan. litterls argentels sexto ut videtur saeculo 
soriptus picturisque ornatus. Leipzig l880. 

(2 

in the year 527* Whether this Gospel appeared in lower 
2 ) 

'The proceedings of the Moscow Archaeological Society 
l88l Vol. IX. 
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Bgypt, as Mr. Usov supposed, or in some other place, in 
any case the character of its miniatures give us ground 
to place it at the head of illuminated Gospels. Unfor- 
tunately the preserved codex is not complete; only two 
Gospels of Matthew and Mark are included in it. The minia- 
tures are placed not in the text of the manuscript and 
not among the canons of Eusebius, which are missing here, 
but on the first fly leaves before the Gospel of Matthew. 

In this latter circumstance, according to our opinion, 

Mas one of the signs of the antiquity of the manuscript: 
here one does not yet see that meticulousness with which 
the later miniaturists placed their miniatures directly Page X 
to the corresponding text and not seldom to follow more 
exactly the text, they separate subjects into their com- 
ponent parts, placing them separately, and in that way 
they sacrifice to punctiliousness the artistic complete- 
ness of the pictures. Here miniatures did not succeed in 
blending with the text, and themselves represent one of 
the most important parts of the codex. Their style also 
bears witness to their great antiquity: one notices in 
the compositions of the miniatures, in the types and in 
the garments, the traces of antiquo-Clr istian art: the 
classical figure of Pilate, the naked figure of the one 
who fell among thieves, showing skill of reproduction of 
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the human body, reared on the study of sculpture, animals 
and birds recalling Greco-Roman ornamentation, beautiful 
figures of the else and foolish virgins, a mountain with 
four paradise rivers are a clear echo of the art of the 
catacomb period - all these are the signs of an epoch not 
far from the first centuries of Christianity, At the same 
time the type of the Savior with the beard, Byzantine 
garments with tablions and diadems in the pictures of the 
prophet David, the reproduction of the Eucharist as the 
distribution of holy bread and a chalice, a lack of school- 
ing in the pictures of the Savior, praying in the Garden of 
Gethsemane and reclining at the Last Supper, and in the 
poses of the Apostles receiving communion and the bound 
thief, give us the vision of the approach of the new epoch 
in the history of art. The first half of the VI century 
is the most appropriate time for the production of such 
miniatures. In the part of the codex that has been pres- 

PIOTURB 

Caption, The Wise and Foolish Virgins, From 
the Rossano Gospel, 

erved there are 18 pictures referring to different events 
of the Gospel, and IpO pictures of the prophets. They are 
placed on the sheets 1 to I4. on 7 and 8 in that order as is 
shown on the table, arranged by us according to the des- 
cription of Hebhardt and Harnack, The publishers of the codex 
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-rectedi- David; but judging by the sign on the scroll (and Our Lord will be the v^g 0 f 
i whole world), this is the prophet Zacharlah. 
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had reason to mention that 1) the pages with the pictures 
are bound incorrectly, the ohronological sequence of Gos- 
pel events required that the seventh page should be placed 
before the first because the healing of the blind and the 
parable of the Good Samaritan preceded the raising of 
Lazarus frbm the dead; in the case of such juxtaposition, 
page eight would have its natural place after page four; 

2) that some pages with the miniatures are lost. Pre- 
supposing that the miniatures must represent something 
complete in themselves, the publishers think that the 
miniaturist illustrated either the entire Gospel or only 
the Passion of Our Lord; but as here one finds pictures 
which have no relation to the Passion, such as the heal- 
ing of the blind and the parable of the Good Samaritan* 
then evidently the first supposition is more correct. 

It is difficult to say how much the Gospel was illustrated; 
according to the note of the publishers, it is only true 
that the miniaturist could not begin from the healing of 
the blind; it is also doubtful that in accordance with 
the usual order of miniatures, the parable of the Good 
Samaritan could be placed next to the raising from the 
dead of Lazarus, the judgment of Pilate next to the prayer 
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and finished cycle of the Passion of Our Lord; the whole 
aim of the miniaturist consisted only in this. As the 
determining basis for the miniaturist there served the 
text not of the original Gospels, but the apocryphlc 
Gospel of Niooderaus; this fact, according to the opinion 
of Mr. Usov, explains not only the general composition 
of the miniatures of the Rossano Codex, but also the 
details of its lconographlc subjects. This supposition 
is not entirely acceptable from the external point of 
vie*. A miniaturist predestined his pictures for the 
canonic Gospels and he has their text at hand; what nec- 
essity was there to turn to an apooryphy? We do not deny 
that in the oomplete history of By zant ine-Russian icono- 
graphy apocryphies have their significance: when an 
artist painted an icon, or murals of a church, he could 
admit an apocryphal detail in addition to the brief narra- 
tive of the original Gospel, even introduce a whole series 
of subjects, based on the apocryphal legend; while in the 
miniatures of the canonic Gospel, the whole series of 
apocryphlc subjects is quite impossible. The supposition 
of the apooryphic basis in this case would compel us to 
accept that the miniaturist preparing the miniatures for 
canonic Gospels neglected the connection of events given 
in these Gospels and preferred the one in accordance with 
the apooryphy, that is, he introduced in the cycle planned 
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the healing of th© blind, the raising from the dead of 
Lazarus, the parable of the wise and foolish virgins only 
beoause in the apooryphy these events are connected with 
the judgment of Pilate and omitted the Resurrection of 
Christ solely on the ground that it is not mentioned In 
the apooryphy. Only a man contaminated by the thought 
of preference for the apooryphy as against the original 
Gospels could adopt such manner of illustration; but in 
such a case it would be more expedient to affix his Page XII 
illustrations to the text of the apooryphy, but not to 
the original Gospel. Besides, it should be noticed that 
Mr. Usov in adapting the miniatures to the text of the 
apooryphy allows some forced explanations. Remarking 
that the parable of the Samaritan and the driving out of 
the money changers are not mentioned in the apooryphy and 
yet are among the miniatures of the codex, he supposes 
that the first miniature represents an idea of the bene- 
ficence of Jesus Christ in accordance with the narrative 
of the apooryphy about the healing of a cripple and 
leper and the second points to that part of the apooryphy 
where the destruction of the temple is mentioned. It 
is a strange way of illustrating! In addition to that, 
asserting the connection of these miniatures with the 
Judgment of Pilate according to the apooryphy. Mr. Usov, 
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for reasons not entirely comprehensible, severed this 
connection. The sequence required that the miniatures 
of the healing of the blind and parables of the Samaritan 
remained beside the judgment of Pilate as it is in the 
aotual placing of the miniatures while he transposed them 
to the beginning and placed them before the raising from 
the dead of Lazarus and the entrance into Jerusalem, 
separating them from the Judgment also by the pictures 
of the Last Supper and the washing of the feetl This has 
its sense only in the presupposing of chronological sequence 
of the pictures in the original Gospels but not in the 
apooryphy. The connection of the ioonographical details 
in the pictures of the manuscript under consideration 
with the Gospel of Nlcodemus is exaggerated in the ex- 
position of Mr. Usov and is not firmly founded: he sees 
the Influence of the apooryphy in the picture of the 
driving of the money changers out of the Temple (pp. 14*45) 
while there is nothing that refers directly to this event 
in the source mentioned, and the author himself evidently 
had doubts concerning the truth of this conjuncture, when 
a little farther on he remarked that for explanation of 
this miniature acquaintance with the canonic Gospels is 
enough. The author showed the same hesitation, to the 
point of inconsistency, also in the explanation of the 
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picture of the entry of Jesus Christ into Jerusalem, 
first acknowledging in it the influence of the apocryphy 
and then remarking that it could be explained also with- 
out the apocryphy. But we will ignore the details 
which have no important significance and turn our atten- 
tion to the further course of thought of Mr. Usov in 
explaining the whole. Establishing the connection of 
the miniatures of the Rossano Gospel with the apocryphy, 
Mr. Usov introduces here one arbitrating principle which 
impairs unity and sequence. Remarking that the choice 
of subjects was suggested here by the apocryphio Gospel 
of Nicodemus, the author evidently noticed the embarrass- 
ing situation in which he put the miniaturist and hast- 
ened to justify him, but unsuccessfully. In a special 
chapter, dedicated to analyzing the whole oycle of minia- 
tures and their relation to the four Gospels, he pays 
attention to the festivals and Gospel readings in the 
order of the church calendar, and in them he finds a 
basis why the artist limited himself by such a compara- 
tively small cycle of pictures (p. 67 and the following) . 
Now it appears that the determining factor in this case 
was the memorial observance of the Orthodox church In 
the Passion Week and namely: forty days were concluded 
by Palm Saturday and the Passion Week begins with the 
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observance of Palm Sunday; the entry of Jesus Christ 
Into Jerusalem is remembered In the w Vay w week; dur in g 
the Mass on Monday of the Passion Week the Gospel of 
Matthew XXI, l8-lj3 Is read. In It Is brought to memory 
the discourse of Jesus Christ after the driving of the 
money changers from the Temple; on Tuesday - the parable 
about the ten virgins; on Y/ednesday it is the supper 
In the house of Simon the Leper: on Thursday It is the 
Washing of the Feet, the Last Supper, the prayer In the 
Garden of Gethsemane and the Betrayal of Judas; on 
Friday the Passion of Our Lord and the judgment of 
Pilate. These memories of the Passion Week are supposed 
to be expressed In the miniatures of the Rossano codex. 
The conformity here without any doubt exists; but the 
fact of the matter is that the churoh memories themselves 
cure related by the author not exaotly, but with a certain 
adaptation to the existing complex of miniatures. First 
of all, for the attainment of his aim the author should 
determine the antiquity of these memories more exactly, 
not limiting himself by the general reference to the an- 
tiquity of the divine service books: this is important, 
because some of these memories could appear after the VI 
century, when the Rossano codex was written and if only 
for this one reason could not be used for this purpose. 
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Aa an instance, we shall point out the fact that according 
to monuments of ancient Slavonic literature, the divine 
service derived directly from the Greek, and there has 
not been prescribed any reading of the Gospel on the Monday 
Mass; ^ therefore the deduction based on this Gospel 

^ A. A. Dmitrievsky . Divine Service in the Russian Church 
in the XVI century p. 208. 


about the memories of this day are not valid. At present 

on Passion Monday there are remembered not the driving of 

the moneychangers out of the temple and not the discourse 

which followed this event, but the chaste Joseph, the 

prototype of Christ who was sold into Egypt, and the 

barren fig tree representing the human soul, which does 

not give good fruit. Then Mr. Usov connects with Passion 

Wednesday the picture of the Last Supper of Jesus Christ 

with his disciples, presented according to the historical 

conception in the reclining around the table, which is 

sigma-shaped ^ and he sees in that picture the supper Page XIII 

Gebhardt u. Harnack Taf, VIII. 


in the house of Simon the leper; but he forgets that the 
essential feature of the picture of the supper in the 
house of Simon, according to the monuments of Ryzantine 
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iconography, is a woman, who anointed Jesus Christ with 
ointment which we do not find in the picture that we 
are considering. We have here in accordance with all 
iconographioal signs, a picture of the Last Supper, 
which is indicated also by the Washing of the Feet placed 
beside it on the same sheet. Any doubt produced by the 
inexactitude of the above explanations is transformed 
into the complete certitude of the invalidity of the 
principle if we pay attention to the following. In the 
succession of the memories of the Passion Week there are 
no memories relating to the parable of the Good Samaritan 
and the healing of the blind. For their explanation the 
author goes beyond the limits of the set cycle of mem- 
ories and turns toward the fourth and the first weeks 

of Lent. But in the hymns of the fourth week there is 
an 

only/indirect hint of this parable, when the soul of a 
repentant sinner is compared to the man who fell among 
thieves. The miniaturist of the Codex Rossanensis, as 
far as one oan judge it by the fragments of his work 
preserved, had not the slightest inclination to transfer 
into miniatures lyric similes of that kind; such a trend 
in an artist of the VI oentury would be an anaohronlsm 
from the point of view of the history of art. In the 
divine service of the Saturday of the first week of 
Lent to which Mr. Usov refers for the explanation of the 
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picture of the healing of the blind there Is not the 
slightest Indication of this miracle; In the Oospel of 
the day (the Oospel according to Mark v. 10) (Trans- 
lator's Note:- This Incident Is related in Mark, Chap- 
ter 3, verse 5*) there is narrated In the first place, 
not two healings, as Mr. Usov says, but one; in the 
second place, this healing Is not of a blind man but a 
man idth a withered hand, and therefore has no relation 
to our miniature. On the same day, according to the 
rules ^ there Is prescribed the reading of a different 
Gospel of John (v. 52 ) ♦ but it does not refer to the 

— —— — T f— —————————————— — 

Tipikon, publ. 1867, p. 1 | 23 . 

healing of the blind. The supposition that In antiquity 
the first week of Lent was the week of the blind has 
positively no basis, if one does not take into considera- 
tion its name recorded in the well-known Sinai canon 
as a week of fonts, ( ), Indicating probably 

the ancient custom of the pre-Bast er baptism but not 
the Slloam font. Clearly the miniatures of the Rossano 
Codex do not fit into those limits Into which their In- 
terpreter wishes to squeeze them. The supposed complete 
cycle of the Passion of Our Lord as represented In the 
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present content of the miniatures Is at the same time too 
narrow and too wide; It Is In any case not complete. It 
is narrow because It does not include in it the picture 
of the crucifixion and the resurrection of the Savior; 
it is wide because there are miniatures there which do 
not refer to the Passion of our Lord. The lack of the 
crucifixion Mr .Usov explains by reference to the fact that 
the ancient Christians avoided reproducing it. In general 
It is correct, but in this case the significance of this 
reference is weakened by the special purpose of the min- 
iaturist: if he wished to present exactly the events of 
the Passion of Our Lord, then the omission of the cruci- 
fixion appears to be incomprehensible; so much more so 
that at the time of the preparation of the manuscript the 
crucifixion was already known in artistic usage. Such a 
cycle of pictures would represent a phenomenon without 
examjJe in the series of Byzantine monuments; in such form 
it actually does not appear in a single Byzantine illum- 
inated Gospel. 

The miniatures of the Codex Rossanensls comprise 
disjecta membra of something complete. Their complete- 
ness is broken by the loss of several sheets. The minia- 
turist had no intention of illuminating separately the 
text of each Evangelist; his purpose was to give the 
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succession of pictures, referring to Gospel history In 
general. In vie* of this he placed all miniatures to- 
gether before the Gospel of Matthew, which place they 
occupy until now* It is impossible to represent the 
matter so that some of these miniatures refer to the 
text of the Gospel of Matthew, others of Mark and so on; 
the pictures of the healing of the blind and the parable 
of the Good Samaritan do not allow of it. They are placed 
on the same sheet, whereas the narratives about these 
events belong to different Evangelist s - John and Luke. 

The same method of illustration we find also in other 
codices of the psalter, the discourses of Gregory the 
Theologian (Theologus) and some illustrated Gospels 

(the Gospel of Rabula, the Armenian Gospel of the Bch- 

(2 

miadzin library, the Syrian Gospel in the Paris National 

2 ) 

1 Described by Count A* S. Uvarov in the Proceedings of 
the V Archaeological Congress, pp. 352 - 357 * 


Liibrary No. 33 * A particularly interesting peculiarity 
of the illuminations of the Rossano Gospel is pictures of 
prophets together with the pictures of the New Testament. 
In the conscience of the miniaturist the New and the Old 
Testaments were inseparably bound up with one another. 

Some basis for suoh a connection Is given directly in the 
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Oospel text, where there are often quoted the prophesies 
of the Old Testament prophets concerning the New Testa- 
ment; but the miniaturist goes in this case even further; 
he brings forth also such prophesies as are not mentioned 
in the Gospel, as one can see from our table; therefore 
he introduces into the illumination a certain element of Page XIV 
theological interpretation, although he does not give it 
any iconographical development. It would be possible to 
determine exaotly even the character itself of this 
exegesis if we knew the signs on the scrolls of the 
prophets; unfortunately they were left un deciphered. The 
truth of the matter is only that these prophesies refer 
direotly to those pictures near which they are placed. 

This is proved not only by the fact of their outward 
placing and by analogy with the other monuments of Byzan- 
tine iconography, but also by the remaining signs on the 
scrolls of the four prophets, belonging to the picture of 
the entry of Jesus Christ into Jerusalem: on the scroll 
of the first prophet there is written ( i< -tL 

) (Psalm CXVII, 26); on the second 
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(Zachariah IX, 9); on the third ( 

Psalm VIII, 3)5 on the fourth ( 

(Zachariah XIV, 9)* It is clear that all these prophecies 
refer to the royal entry of Jesus Christ into Jerusalem* 

Prom the VI century *e must pass directly to the 
X - XII centuries* The lack of monuments of the intermediate 
period does not alio* us to folio* step by step the 
beginnings and the change of versions of the Illuminated 
Gospels: but from the last three centuries the represen- 
tatives of several groups of such Gospels have reached us. 
These prototypes must go back to more ancient times. In 
distinction to the Codex Rossanensls all miniatures in 
these Gospels are nearer to the text by their placing; 
but the volume of their illuminations is not equal: in 
some, the most simple, only four events are illustrated - 
one from each Evangelist, or only the festival Gospel read- 
ings at the end of each codex; in the others, several of 
the most remarkable events from each of the Evangelists; 
in the third ones, the most complete, all the most im- 
portant and even secondary events of the Gospel. Prom the 
same period *e have a multitude of Gospels *ith pictures 
of the Evangelists only and a fe* Syrian, Coptic and 
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Armenian, the illumination of which originated in the 
same Byzantium. In our characterization of these monu- 
ments we shall pursue the following order of the groups. 

I. To the first group we relate those Gospels 
in which all iconographical content consists only of 
four, five and six miniatures. They serve in most cases 
as the frontispieces of the Gospels or vignettes. Their 
choice was made according to the peculiarities of the 
content of the Gospels and preference is given to the 
themes that have the closest connection to the festivals 
of the church. To this group belong 1) The Greek Gospel 
of the National Library in Paris of the XI century (No. 75). 
Before the Gospel of Matthew the picture of the Nativity 
is placed (sheet 1); before the Gospel of Mark the bap- 
tism of Jesus Christ (sheet 95)? before the Gospel of Luke - 
the Annunciation of the Holy Virgin (sheet 153) J before 
the Gospel of John - the Resurrection (sheet 255) • Bordier 
remarked correctly that all these pictures are excellently 
drawn and show forceful expression in movements and coun- 
tenances But from our point of view the composition 

■D Description des peintures et autres ornaments contenus 
dans les manuscr. greos de la bibl. nationals par Henri 
Bordier, Paris*- 1885, p. 137* 

Itself of these pictures deserves special attention: here 
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the miniaturist does not limit his representation by 
the outward details of events* but gives them an ideal- 
istic shading: in the pictures of the baptism and 
resurrection he introduces the picture of sky with open 
gates* in the picture of the Nativity the countenances of 
angels glorifying the newly born Savior. 

2) The Gospel of the Vatican Library of the year 
(No. 2 Urbin.). As proof of the time of Its origin there 
serves* besides a notation* the excellent miniature on 
sheet 19 : the Savior is represented on the throne in a 
purple tunic and a light blue himation; standing behind 
him are two female figures in magnificent golden mantels 
with crowns and unbound hair with their hands on his 
shoulders; one of them to the right of the onlooker is 
a personification of ( 
the other to the left is ( 

The Savior is laying his hands upon the two standing lower* 

The Emperors Alexius and John Comnenus* dressed in the 

imperial golden garments and diadems with the pendants: 

the Emperors hold labara in their right hands and scrolls 
( 2 

in their left • The abovementioned personifications refer 


2) On one of the first sheets of the manuscript is written 
( ), on the other a dedication to the Emperor 

John Comnenus. The miniatures are published by Agincourt 
(Sammlung der DenkmSler d.Malerei Taf.LIX. ) Alexius Comnenus 
died in 1118; before his death John ascended the Byzantine 
throne (Lebeau Hist, du Bas-Bnpire t. XV, p.4?3 etc.). Perhaps 
the manuscript was started during the reign of Alexius and 
finished during the reign of John and therefore the latter is 
called in the caption the autocrat. 

— le 
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first of all to the Savior, in whose person are united 
mercy and truth: further to the Bnperors, as the ex- 
pression of the most important qualities required by 

o f the Gospel cont ent : 

the imperial title* There are four miniatures/before 
the Gospel of Matthew - the Nativity; before the Gospel 
of Mark the baptism of Jesus Christ, before the Gospel 
of Luke - the birth of John the Baptist (analogous to Page XV 
the Nativity of Christ before the Gospel of Matthew); 
before the Gospel of John - the resurrection of Jesus 
Christ* Besides that there are three Evangelists: 

Matthew (writing in Greek), Luke and John* In the com- 
position of the miniature we find the same traces of 
Idealization as in the previous codex* ^ 

^ In the beginning of the manuscript there are placed 
excerpts from the chronicle concerning the year of 
the birth of Jesus Christ, and excerpts from the 
chronicle of Hippolyte of Thebes, also of Chrysostom 
(concerning the Gospel of Matthew) and of Origen; 
also the epigrams pertaining to all the four Gospels* 

3 ) Vatican Gospel of the XI - XII centuries 
( 2 

(Palat. gr. No. 189)' with four Evangelists and four 

2 ) 

' A brief description of the manuscript: Stevenson 
Bibliotheca apostol. vatic. I. 96. 


pictures of Gospel events as in the previous codex. The 
format of the manuscript is very small (in l 6 mo), and 
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therefore the figures are also very minute; iconographic 
themes are not developed, but only sketched in general. 

The coloring is sufficiently fresh. To the same group 
belongs also Ij.) The Greek Gospel of the XI - XII centuries 
belonging to the Moscow Synod Biblioteck (No. 519) with 
the pictures of the Nativity, baptism of Jesus Christ 
and Annunciation of the Mother of God and 5) the Georgian 
Gospel of the Imperial Public Library (No. 298 ) with 
the same pictures and also the laying of Jesus Christ 
into the tomb, the crucifixion and the transfiguration 
(John). This method of illustration was also used in 
the Russian monuments of the later period, although with 
some differences. 6) In the Gospel of the Ipatlevsky 
Monastery of the year l6o? (No.l) before every Evangel 
a special sheet of the miniature is placed but in each 
of them several pictures are to be found: before the 
Gospel of Matthew - the genealogy of Jesus Christ, the 
Nativity, the slaying of the first-born, the flight into 
Egypt and the adoration of the Magi: before Mark - the 
Sermon of John the Forerunner, the baptism and the 
temptation of Jesus Christ, the miracle of the loaves 
and fishes, the transfiguration, the supper in the house 
of Simon the Leper, the Last Supper, the descent from the 
cross and the laying into the tomb; before Luke - the 
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birth of John the Baptist, the Annunciation, the circum- | 
cision and the medallion pictures of the ancestors of 
Jesus Christ; before John - the Holy Trinity, the wedding 
in Cana, the driving of the money-changers out of the 
temple in Jerusalem, the discourse of Jesus Christ with 
N1 cod emus and the Samaritan woman, the healing of the 
paralytic, the appearance of Jesus Christ to his disciples 
on the Lake of Tiberias, the healing of the blind and 
the raising from the dead of Lazarus. Besides this 
already fairly wide and well-chosen cycle of pictures 
on the front sheets, at the end of the Gospel there is 
also a series of pictures appended, referring to the 
history of the Passion of the Savior, beginning from the 
Last Supper and ending with the ascension of Jesus Christ 
to heaven. In this last series of pictures we have one 
of the most ancient examples in Russia of the special 
illustration of the Passion of Our Lord. Prom the ar- 
tistic point of view the miniatures are very close to 
painting in the academic sense, which is quite natural 

in the Russian monument of the XVII century, 7-®) Two 

-Iversky 

Pour-Gospels - one at the AthosAfonastery . of the XI 
century ( No.l ) and the other Athos-Panteleimonov Monas- 
tery of the XII century (No. 2) have no miniatures at all 
in the basic text; but placed at the end of these codices 
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the Qospel readings for the most important festivals are 
decorated with pictures. In the first of them ee find 
the pictures of the Nativity of Christ, the baptism, the 
transfiguration and Assumption of Our Lady done in deli- 
cate colors on a golden background. The second consists 
of a considerable number of pictures, related not only 
to the direct content of the festival readings of the 
Gospel but as well to the history of Our Lady, also sep- 
arate pictures of the saints, excellent, illuminated 
letters with minute pictures of Gospel events and per- 
sons inserted in them, and vignettes. The pictures of Page XVI 
the festivals are remarkable on account of their icono- 
graphic details: the elevation of the Cross (sheet 189 
on the reverse) - the patriarch is dressed in a phelonion 
with short hair, with a six-pointed cross in his hands, 
without an omophorion; standing beside the patriarch, 
clerics are dressed in short phelonions with tonsures 
on the tops of their heads. Presentations of the Virgin 
into the temple are pictured in two separate moments: 
the Mother of God at the age of 9-10 years old being ac- 
companied by virgins with their hair unbound and with 
candles in their hands is on the way to the temple; she 
is all concentrated on the thought of the greatness of 
the task awaiting her; she is extending her hands toward 
the temple and is lifting up her eyes. Iochim and Anna 
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are surprised by the conduct of the Mother of God. The 
event, as one can see, is presented in idealized form 
and this trend is expressed mainly in the Holy Virgin - 
not a child as one would expect according to the tra- 
dition about the presentation of the Holy Virgin in the 
temple, but a person, entirely conscious of her high 
predestination, b) On the next picture the Holy Virgin 
is standing before the chief priest; here also on the 
second plane she is partaking of food from an angel. 

The apparition of the angel to the Bethlehem diepherds 
is an excellent and lively picture in which the ex- 
pression of the effect on the shepherds produced by the 
angels' tidings is introduced in an idyllic scene. ^ 


1 ) 


See the detailed description and explanation below. 


The Nativity of Christ is done according to the usual 
pattern used for icon-painting "Glory to God in the 
Highest", with the angels and shepherds. The baptism 
of Jesus Christ has Interesting iconographical details. 
The purification. The Annunciation of the Holy Virgin 
according to the well-known iconographical pattern 
with the handiwork - one of the best Byzantine represen- 
tat ions of this kind. On the pattern of this miniature 
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Is the representation of the appearance of the Angel 
Zachary (sheet 2k3 )» and on the pattern of the Nativity 
of Christ is the birth of John the Baptist (sheet 2 I 4.3 
on the reverse) • The transfigurat Ion of Our Lord is 
presented in tvo moments (sheet 2$ 2 and on the reverse 
side). Jesus Christ with his disciples on the vay to the 
Mount of Tabor and the Transfiguration itself. The 
dividing of the subjects into tvo parts is one of the 
peculiarities of this Gospel. All miniatures are done 
very assiduously and vith a skilled hand, and are dis- 
tinguished by the freshness of their colors and are veil- 

preserved, 9) Vatican Go spel of the XII century 

the 

(Vat. gr. No. 1156), In Its text except for/four Evan- 
gelists there Is only one picture, the Ascension of 
Our Lord; but at the end among the festival readings their 
number is quite considerable. Here on one sheet before 
the festival readings of the Gospel there is presented 
the vhole series of miniattires illustrating the Passion 
of the Savior: the prayer in the Garden of Gethsemane, 

the kiss of Judas, Jesus on the vay to trial, the oruol- 

(2 

fixion, the entombment and the resurrection,' This is 
Published by Agincourt: Taf. LVII, 


one of the first experiments of separating the Passion 
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from the other Gospel pictures in the monuments of Eyzan- 
tiua. Farther in the calendar order «e find a multitude 
of separate pictures of saints which together with the 
Vatican mynology could provide extensive material for 
the examination of our icon paint er»s guide. We also 
find here not a few pictures of festivals: The birth of 
Our Lady, the Adoration of the holy cross, ^ the elevation 
of the Cross, the presentation of the Holy Virgin in the 


x) 

' Four pictures under the dates of the 10 th, 11 th, 12th 
and 15 th of September. Here one sees the reflection 
of the divine service in accordance with the ancient 
regulations of the Groat Church, according to ifcich 
the holy cross was taken from the Czar*s chambers into 
the church on the 10th of September and was left there 
until the llj.th for the worshipping of the faithful 
(I. D. MansvietoviThe Statute of the Church p. 153) • 

On these miniatures the cross is presented on an alter 
(lectern); on one side mt M jixfcxlmk there are stand- 
ing a patriarch with a nimbus, with a censer in his 
hands, and bishops, and on the other people worshipping 
the cross. 


temple. The events of the Nativity of Christ are ex- 
pressed particularly in detail: the census of the people 
in Bethlehem, the Nativity of Christ, the adoration of 
the Magi and their departure, the flight into Egypt, 
Herod awaiting the return of the Magis, the appearance 
of the angel to Joseph, the circumcision of Our Lord* 
the shepherds glorifying Our Lord, the twelve-year- old 
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Jesus In the temple* the baptism and the transfiguration 
of Our Lord. The slavish following of the text of the 
Gospel by the miniaturist and the trend toward realism 
In the picture of the laying Into the tomb - holy women 
are wringing their hands, the angels are weeping, are 
the signs of the decadence of Byzantine art. In the same 
group one should include a fragment of the Greek weekly 
Gospel In the Imperial Public Library (No. 21). ^ Only 

^ A description by Bishop Amphllochyin. About minia- 
tures and decorations in the Greek Manuscript of the 
Imperial Public Library. Moscow, 1870. 


a few separate sheets are preserved from the codex. The 
time of its origin is a riddle. Muralt places it In the 
VII - VIII century*^ N. P. Kondakov sees here the signs 

Catal. des manusor. gr. de bibl. imper. pub. p. 13. 

of VII - VIII centuries; and also X - XI centuries.^ 

^ History of Byzantine Art. pp. 131-133# 

According to the paleographic signs this fragment be- 
longs to the X - XI centuries: but in its miniatures we 
find features actually belonging to different epochs. 

Some of these miniatures by their style and composition 
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are nearer to the most ancient monuments of the VII - VIII 

centuries; others to the X - XI oenturies. The picture 

of the nodding In Cana Is an example of the former kind: 

the Savior In the scene of the transformation of the 

nater into nine appears In the same pose nlth a staff 

as in the scene of the miracle of the loaves and fishes: Page XVII 

the scene is realistic and lively; the picture of the 

Last Supper nhich is drama according to the historical 

pattern has the same characteristic; but the descent 

into hell and the descent of the Holy Spirit on the 

apostles resemble the latest composition of the XX - X 
(1 

centuries. It is possible to explain this difference 

^ The details nill be given in the proper place. As to 
the artistic style, see the cited norks of N.P. Kondakov. 

In character by the supposition that the miniaturist of 
the X - XI centuries copied from the most ancient ex- 
amples of the illuminated Gospel: but he did not keep 
everywhere the style of the original: in some miniatures 
he is an exact oopyist, in others he changes and even 
introduces some new miniatures, guiding himself by the 
artistic examples of his own period* 
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II. A special group of four Gospels comprises 
the codices In which the text of the Gospel Is Illustrated 
right through. This group Is the largest and the most 
interesting from the iconographical point of view. Here 
the miniatures are blended with the text and serve as 
the most Important help for its study. Among them some 
are brief and the others are extensive. It is impossible 
to determine the exact differences in the general trend 
of these minis tures, although some of them from this 
point of view have their own peculiarities. Let us 
consider first the Gospels illuminated scantily. 

1) The Gospel of the National Library in Paris of the X 
century (No. 6i|.).^ Its Illumination has a rather peculiar 

2 ) 

' Concerning its ornamentation see w History of Byzantine 
Art w N.P. Kondakov p. 250, compare Bordier pi. 105* 


character. The picture of the Evangelist Matthew pre- 
cedes the Gospel of this Evangelist. Farther, the 
beginning of the Gospel, namely the genealogy of Jesus 
Christ, is divided from the other text, as a separate 
division and it is illuminated: here we see the ancestors 
of Jesus Christ in two separate miniatures: three old men 
and a young man (sheet 10); their features do not possess 
a sufficient definiteness and therefore it Is impossible 
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to recognise them: all of them are draped in the seme long 
garments; the poses are majestic. In the end of the 
genealogy, two kings are represented: David and Solomon^ 

3) 

According to Bordier they are Solomon and Rehoboam 
(p. 105 ). 


in Ryzantine Diadems, Mother of God and Joseph, Labart 
in his history of applied art supposes that the miniatur- 
ist representing two kings - the ancestors of Jesus Christ, 
had in mind two By z ant line emperors, reigning at that time, 
Romanus Leoapenus and Constantine (Porphyrogenetus) 

( 919 - 9 Ml-) and that in this detail we find a hint as to 
the time of the writing of the codexi^ This supposition 

^ Labart e Hist. ides arts' industr. t. 1 , p. 67;III» p. 53 • 
Album p. LXXXIII, cf. Bordier, pi. 10 5 . 

— - — - — — — — — — 

is very improbable. There is no doubt that the Byzantine 

PICTURE 

Caption. 5« Annunciation of the Holy Mother 

of God. Gospel of Athos Panteleimon 
Monastery No .2. 

robes of David and Solomon are taken from the garments of 
the Ryzantine Qnperors: but that the miniaturist trans- 
ferred his thought from the Gospel narrative to contemporary 
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reality, does not appear from the design. The probability 
of this supposition Is particularly weakened by the fact 
that in the other Gospels written later than the X cen- 
tury and at a time when not two Qnperors were reigning, 
but one, the same kings David and Solomon appear a nd in 
the same Imperial garments. So only the character of the 
calligraphy and the style of the miniatures are left as 
indications of the antiquity of the manusoript. There is 
a miniature pioture of this Evangelist before the Gospel 
of Mark; and then the beginning of the text until the 
words is separated as a subject 

for the illustrations. Here are represented (sheet 61|. 
and on the reverse): the prophet Isaiah and John the 

Baptist with the open sorolls (Mark I, 2-1}.); lower - 

(c 

John baptising the people; J the meeting of John the Page XVIII 

Baptist with Jesus Christ and the sermon of John the 

Baptist (sheet 65 ). Before the Gospel of Luke is the 

picture of this Evangelist, with short and thick hair 

and a hardly noticeable beard (sheet 101 on the reverse) 

and also a picture of the reigning prince Theophilus 

in Byzantine garments decorated with tab lion (sheet 102); 

to the same place belong the episodes from the history 

of Zacharias: he is standing with Elisabeth swinging 
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a oenser before the sacrificial altar and an angel is 
appearing before him; Zacharias, stupefied, is coming 
from the temple to the astonished throng of people 
(sheet 102-103). Before the Gospel of John: Evangelist 
John (sheet 157 on the reverse). The Holy Trinity ^ 

^ According to N.P. Kondakov (p. 250) Glory of Our Lord 

the sermon of John (sheet 158), the sermon of Jesus 
Christ to the people (John I, 10-11), who are running 
away from him, and a sermon before another group of 
people who listen to him attentively with heads bowed 
(p. 12): these are the future apostles with Peter at 
their head. In this codex the attempt at bringing to- 
gether miniatures and the text of the Gospel is not 
brought to an end. The miniaturist does not go into the 
depth of content of the Gospels and does not try to 
depict the main features of their difference which would 
be important for the completeness of the illustrations 
of Gospel history. He takes only the first verses of 
the Gospels and uses them as the first sign of the 
Gospels. 2) The Gospel of Athos - Iversky Monastery, 

XII - XIII centuries (No. and in i|.) illuminated by the 
miniatures on a golden background in sise of half a 
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Pag© XVIII 


( 2 

page.' In spite of the comparatively late appear ance of 


The photographic reproductions of them in the album of 
Sevastlanov (Moscow Public Museum) are not satisfac- 
tory. 


this codex, its miniatures are still reminiscent of the 

brilliant epoch, full of life and energy, of Byzantine 

art. Though resembling closely in style and coloring the 

(x 

miniatures of the Gelat Gospel of the XII century, w 
^ See below, 

they surpass them in fineness of workmanship, nearness to 
nature, variety and beauty of the types. In the miniature 
of the Nativity of Christ (sheet 8) the small figures have 
extraordinarily fine and regular countenances: the ex- 
cellent figures in the picture of the raising from the 
dead of Lazarus (sheet I4J.5) have life and individuality 
and are beautifully draped in a variety of garments. The 
annunciating angel has sufficiently natural movement* 

(sheet 22?) ; even the naked body of Jesus Christ, which 
ordinarily is a stumbling block for the Byzantine artists 
is executed satisfactorily. The compositions are in 
general successful; sometimes the miniaturist is trying 
to introduce in the usual themes a sparkle of vividness 
(compare the picture of the possessed gesticulating with 
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his arms, with disheveled hair (sheet 156 ); also the 

representation of the son of the courtier in a death 

agony (sheet 177 on the reverse). The coloring has 

variety, and although the predominating colors are blue, 

red andpurple, the shades are pleasant. In the Qospel 

of Matthew we have eight pictures: the Nativity of Christ, 

the healing of two possessed in the country of the 

Gergesenes, the healing of the woman with the issue of 

blood, the miracle of the loaves and fishes, the parable 

of the guest invited to the feast, the Last Supper, the 

descent of the body of Jesus Christ from the cross, and 

the appearance of Jesus Christ to the women after the 

resurrection. In the Gospel of Mark are eight; the 

Evangelist Mark himself, the baptism of Jesus Christ, 

of 

the healing of the mother-in-law of Simon, /the leper, 
of the possessed and of the son of the courtier, and the 
crucifixion of Jesus Christ in two aspects. In the 
Gospel of Luke are seven: the Evangelist Luke, the 
Annunciation, the Presentation, the Transfiguration, 
the healing of those suffering from the dropsy, the 
parable of the rich man and Lazarus, and the widow* a 
mite; in the Gospel of John are twelve: the Evangelist 
John twice; the wedding in Cana, the discourse with the 
Samaritan woman, the healing of the paralytic and the 
blind, the raising from the dead of Lazarus, the entry 
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of Jesus Christ into Jerusalem, the Hashing of feet, 
and three additional miniatures, John Chrysostom in 
phelonion with a scroll is standing before Jesus Christ, 
The Mother of Qod with a scroll is leading young 
Chrysostom to Jesus Christ, and two episodes from the 
story of the appearance of God to Abraham in the dis- 
guise of three pilgrims, 3) The illuminated Gospel of 
the Athos - Vatopedr Monastery (No. IOI- 735 ) is near in 
time to the above-mentioned Gospel but considerably 
lower in its artistic quality: the colors are muddy 
and crude, the poses of the figures are monotolsous and 
rigid, the types are not consistent; the faces are 
copper-red and almost all enlivened with the same un- 
natural blush; instead of eyes are black spots with 
white dashes. The compositions are copied from examples 
themselves not bad, the merits of which are noticeable 
in the miniature of the Nativity of Christ, well com- 
posed (sheet 15). The trend toward naturalism and live- 
liness is one of the peculiarities of the miniaturist, 
but he lacks schooling and taste. In the picture of the 
orucifixion the Mother of God lifts her head unnaturally 
and wipes away the tears (sheet l 8 ). The Savior on the 
cross, the Apostle John in the same picture of the cruci- 
fixion, the angels in the picture of the Ascension 
(sheet 19 ), the Mother of God (sheet 201 on the reverse) 
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are unnaturally bent; the holy Marys are sitting near 
the sarcophagus of Our Lord and gesticulating; unbound 
hair appears from their headdress. The miniaturist pro- 
fusely illustrates the Gospel of Matthew (11 miniatures) 
but he leaves the Gospels of Mark and John without minia- 
tures (only the pictures of the Evangelists) , and in the 
Gospel of Luke he Inserted the Annunciation. The chron- 
ological order of the text is broken in the miniatures: 
the descent of the body of Jesus Christ preoedes the oruoi- 
fixion. In the Gospel of Matthew there are Inserted pic- 
tures among others, of the purification, the Ascension, 
and the descent of the Holy Ghost on the apostles, about 
which there is nothing in the text of the Evangelist. 

The miniatures have captions above indicating the con- 
tent (for instance 


and captions below are of an edifying character (for in- Page XIX 
stance. 

In this Gospel we find among other things separate pic- 
tures of the symbols of the Evangelists, prohibited by 
the Russian church and also the tetramorph, that is, a 
group of four symbols of the evangelists with a sign of 


liturgio origin: an eagle 


an ox 


a lions 


a man = 


1) Compare the explanation of the patriarch of Constantinople 
Hermogen: writing of the Fathers and teachers of the church 
referring to the Interpretation of the Orthodox divine ser- 
vice. Vol. I p. 1 *. 03 : ( 
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I 4 .) Nlcodqnus Gospel of the XIII century In the eooleslastlco- 
archaeologlcal museum at Kiev theological academy. The 
number of miniatures is not considerable: tno in the 
Gospel of Mat then, tno in Mark, three in Luke, and ten 
in John. At the beginning of the first three Gospels the 
miniaturist places the pictures of the Evangelists, and 
besides that, in the Gospel of Luke the Annunciation of 
the Mother of God, At the end of the Gospel of Mat then - 
the apparition of the resurrected Savior to the Holy 
Marys (sheet 92), at the end of the Gospel of Mark - 
the ascension of Our Lord (sheet 151), at the end of 
the Gospel of Luke - the Apparition of the angel to the 
holy nomen after the resurreotion of Jesus Christ, and 
the Apostle Peter beside the sarcophagus of Jesus Christ 
(sheet 2l|.6) , In the Gospel of John are: the meeting of 
John the Baptist nith the S a vior, the healing of the 
blind and events beginning from the raising from the 
dead of Lazarus until the convincing of the Apostle 
Thomas.^ In the beginning of the Gospel there are tno 

2) The comparison of the miniatures of this Gospel nith 
the miniatures of the Gelat Gospel and nith the fres- 
coes in St .Sophia* s Cathedral in Kiev are to be found 
in the paper of Prof. N. I. Petrov: the Proceedings of 
the V Archaeological Congress in Tiflis, pp» 17®“^795 
also phototypic pictures of tno miniatures. 
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extra miniatures: Emm&nual In an almond-shaped nimbus 

Kith four symbols of the Evangelists and the Mother of 

God on the throne Kith the baby Jesus. Prom the point 

of vieK of iconographic composition the miniatures of 

this oodex stand very near to the Gelat Gospel, as tX is 

(x 

proved by N.I. Petrov, but in their artistic style they 
Ibid. 

— — — — — — — — — ——— — — — — - — — 

are loeer than the latter: this Gospel is reminiscent 
of the decadent epoch of Byzantine art In its long 
lean figures on thin legs (John the Baptist on sheet 2$k i 
the Apostle Peter in the picture of the Kashing of the 
feet on sheet 298 ), In the tendency to increase the sig- 
nificance of the person portrayed through the increase 
of the dimentions (Jesus Christ in the healing of the 
blind on sheet 281^). Tko groups of apostles in the pic- 
ture of the Ascension are Kell oomposed, the countenance 
of finmanuel Kith the regular and attractive features is 
beautifully done, Khioh is an echo of a good school, 
this being revealed also in the predominance of the light 
coloring. 5) The Gospel of the Library of Athens Uni- 
versity of the XII century (No.6). Hi this oodex one 
notioes the tendency of the artist to illustrate the last 
events of the terrestrial life of Jesus Christ. Although 
this attempt is not folloKed Kith strict consequence* 
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nevertheless it can have Its Importance. It is connected 
■with those illuminations of the Passion that later on 
vere so widespread in Western Europe and Russia. What 
connection such attempts have with the latest codices 
of the Passion is impossible to decide at present, on 
account of the laok of Byzantine monuments. The total 
number of the miniatures in the Athens Oospel reached 
21 , and three Evangelists: Mark, Luke andJohn. The 
miniatures are made by different hands; from the be- 
ginning to sheet 19I4. inclusive they are quite large 
(the sixth part of a half sheet); here we find the 
arrest of Jesus Christ in the Garden of Gethsemane, 
the weeping holy women, the Judeans before Pilate, the 
healing of the blind, Jesus Christ on the way to Pilate, 
the carrying of the cross, Joseph of Arimathea before 
Pilate, the healing of the lepers and of the halt. 

Then from sheet 2^7 there are small miniatures reminding 
one of the miniatures of the Gelat Gospel: the parable 
of the wicked slave, the publican and the Pharisee, the 
entry into Jerusalem, the Last Supper, Jesus Christ be- 
fore Pilate and the meeting of Jesus Christ with John: 
beginning at sheet 297 the miniatures are again larger, 
as in the beginning: the discourse with the Samaritan 
woman, the raising from the dead 6f Lazarus, the Last 
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Supper, the crucifixion of Jesus Christ and the convincing 
of Thomas* These latter are of a better quality than in the 
Gelat Gospel: the brush is lively and the colors are lighter 
than in the preceding group, the countenances are finely 
finished, the postures of the figures are correct, the com- 
position of the subjects is worked out very veil (compare 
the raising from the dead of Lazarus with the discourse with 
the Samaritan woman) ; each miniature is provided with a cap- 
tion. 6 ) The Greek Gospel of the Imperial Public Library in 
St. Petersburg fif the - XIII centuries (No.l 105)^ 

^ Compare Archimandrite Amphilooh. As to miniatures in the 
Greek manuscript in the Imperial Public Library, p. 332 
and following. 

The miniaturist illustrates the text sufficiently in detail 
end places in the Gospel of Matthew l 6 miniatures, in the 
Gospel of Mark 11, in the Gospel of Luke 2 I 4 ., and in the Gos- 
pel of John 13; besides that, in the beginning of the Gospels 
there cure the pictures of the Evangelists (John is placed 
wrongly) and the bust picture of Bnmanuel, as the source and 
the main subject of all Gospel narratives. Evidently the 
miniaturist copied from the complete codex, curtailing the 
number of its miniatures and the details of the compositions 
and choosing only some miniatures according to his ow^ o 
judgment; in that way it happened that on account of/in- 
suffioient competence of the copyist, some important events 
are left without illustrations and vice versa, he illuminated Page XX 
events of secondary importance, having significance only in 
being introductory to the others (compare sheet 165 on the 
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reverse: Jesus Christ Is sending his disciples for the she 
ass* sheet 169- the entry into the prepared chamber); some 
subjects are repeated. In the Gospel of Matthew are pic- 
tured: the adoration by the Magi (sheet 12 on the reverse) # 
the slaughter of the first born of Bethlehem (sheet 13), 
the baptism of Jesus Christ (sheet 15), the healing of the 
lepers (sheet 22 ) # of the mother-in-law of Simon (sheet 23 )# 
of the two lunatics (sheet 21].)# the transfiguration (sheet I4JO)# 
the entry into Jerusalem (sheet Itf)# the Last Supper (sheet 60 ) , 
the praying in the Garden of Gethsemane ( sheet 6l ) , the 
betrayal by Judas (sheet 62)# the crucifixion (sheet 63)# 
the resurrection and the descent into hell (sheet 67)# the 
appearance of the resurrected Savior to the Holy Women 
(sheet 68); in the Gospel of Mark: the healing of the half 
(sheet 72) of the one with the withered arm (sheet 7^-)# of 
the woman with the issue of blood (sheet 79) * the transfigur- 
ation (sheet 87)# the dry fig tree (sheet 93) # the prophecy 
of the destruction of Jerusalem (sheet 97 )* the women anoint- 
ing the feet of Jesus Christ (sheet 99 )* Josus Christ before 
Pilate (sheet 1 Q 3 ) and the Ascension (sheet 106 on the re- 
verse); in the Gospel of Luke there are: the Annunciation 
(sheet 110)# the purification (sheet lllj.)# the miracle of 
the draught of fishes (sheet 127), the healing of the lunatic 
(sheet 132 )# Jesus Christ blessing the apostles (sheet 129 )# 
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the feeding of the multitude (sheet 130), the transfigura- 
tion (sheet 131)* the healing of the lunatio (sheet 132), 
of the sufferer from dropsy (sheet i)|)| ) , and of ten lepers 
(sheet 150), the publican and the Pharisee (sheet 162), 
on the tree (sheet l 61 j.), Jesus Christ sending 
his disciples for an ass (sheet 165 on the reverse), the 
entry into Jerusalem (sheet 166 ), the widow) 3 mite (sheet 
169 on the reverse) , the entry into the chamber and the 
prayer in the Garden of Gethsemane (sheet 173 ), the bear- 
ing of the cross (sheet 176), the crucifixion (sheet 176), 
the laying into the tomb, (sheet 178), Peter beside the 
sarcophagus of Jesus Christ (sheet 179 )» the benediction 
of the apostles (sheet l8l). In the Gospel of John 
there are: the wedding in Cana (sheet 185), the discourse 
with the Samaritan woman (sheet 189), the healing of 
the halt (sheet 192), the feeding of the multitude (sheet 
192 on the reverse), the walking on the water of Jesus 
Christ (sheet 193 on the reverse), the betrayal by Judas 
(sheet 2llj.) , the crucifixion (sheet 217)* laying into 
the tomb (sheet 218 ), the epiphany of Jesus Christ after 
the resurrection to the apostle Thomas (sheet 220 ), and 
on the Lake of Tiberias (sheet 221 ), the breaking of bread \ 
on the seashore (sheet 222 ), 7 ) The Gospel of the Paris 

National Library - of the XIII century (No. 5 ^)* *t 
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written in two columns s in one the text is Greek and in 
the other it is Latin and not complete,^ It is reasonable 

On pages 1 I 4 JL to 279 there is no Latin text* 

to suppose that it was predetermined for the Western 
Christians of Southern Italy and Sicily who were using the 
Eastern ritual and the Greek language* The original in- 
tention to decorate the entire text with the miniatures was 
left unfulfilled: some miniatures are outlined only in 
contour; for the others empty spaces were left* This 


PICTURE 

Caption - ]+* The Baptism of Jesus Christ. Prom Gospel No.5l|.* 

circumstance helps to explain the method which the minia- 

(2 

turist used in his work, as Bordier has already mentioned; 
Descript, p. 228, 

First he would draw in ink the main outlines of the en- 
tire picture and in this way he would lay the basic idea 
of it; then he would put a golden background made from 
little sheets of gold, probably with the help of white of 
egg and starch; then with a fine brush he would outline 
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■with brownish color the main parts of the design* to de- 
fine more exactly and fix the idea* Finally he would pass 
on to the finishing of details* The mechanical attitude 
of the miniaturist toward the illuminating is clearly 
seen in the method of coloring of miniatures. He would 
take one color and would paint with it simultaneously all 
parts of the pictures, according to his plan, that re- 
quired that particular color, so that the picture, after 
this operation, presented a series, for instance, only 
of red spots. (Sheet 201). Then he would pass on to 
the other colors. Bordier finds these miniatures valuable 
and beautiful; this praise is exaggerated: the coloring 
of the miniature is reminiscent of the Athos-Vatopedys 
codex: iconographical types are not strictly executed; 
the type of the Savior with chestnut hair and undivided 
beard is satisfactory, but the characteristic type of 
the apostle Peter is garbled, so that it is unrecognizable. 
The unusual freedom of the contours in the pictures of 
the Evangelists gives us reason to compare them with the 
Western codices of the XIII century. The free attitude 
toward iconographic tradition is noticeable also in the 
exchange of the landscape ftr the buildings in the picture 
of the ar -est of the Savior in the Garden of Gethsemane 
(sheet 38 on the reverse), and in the figure of the 
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personification of the sea - a woman sitting In a small 

boat. The number of miniatures In the Gospel of Matthew Page XXI 

Is 13, of Mark - 6, of Luke - 11, of John - 2.^ 


The description by Bordier pp. 228-231; compare the 
cited works of Kondakov (p. 2lj.5)> where the parable 
of the guest Invited to the feast is expounded as a 
parable of the tares, and the miniature Itself is 
not described entirely exactly. 


8) The Greek Gospel of the Imperial Public Library In 
St . Petersburg (No. Il8).^ The clear indication of the 

2 ) 

Compare the cited works of the Archimandrite Amphilachy 
p. 5lj. and following. 

writing of this manuscript is to be found in the picture 
of a man on his knees in the garments of the Byzantine 
Qnperor with the sign 

on sheet 383* On sheet 3 in the middle of the double- 
headed eagle we find a monogram of the Palaeologi, and 
on feheet 22 is Michael Palaeologus in a red hat with 
the caption 

So the codex is from the reign of Michael Palaeologus 
about the year llj-50. The miniatures of this Gospel pre- 
sent mainly the festivals of the Orthodox church. This 
choice is explained by the fact that toward the XV cen- 
tury, with the multiplication of the festivals of this 
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ohurch, the significance of Gospel events in honor of 
which special festivals were established increased in 
the eyes of artist s c Although at the beginning of the 
Gospel on three sheets preceding the index of the Gospel 
readings there are to be found pictures of the parable 
of the sower (sheet 1), the discourse with the Samaritan 
woman (sheet 2), the stilling of the tempest (sheet 3 
on the reverse), and a fee miniatures not belonging to 
the text of the Gospel, Including the Emperor Constantine 
and Helena ^ with a cross between them, /miniatures in 

J According to Mur alt Irine ( Catal . ) 

the Gospel of Matthew begin with the Annunciation (sheet 
21), which shows the free attitude of the miniaturist 
toward the text. After it the Nativity of Christ (sheet 
21 on the reverse), the purification (sheet 22 on the 
reverse), the baptism of Jesus Christ (sheet 23), the 
transfiguration (sheet 122 on the reverse), the raising 
from the dead of Lazarus (sheet 12l|. on the reverse)^ 

^ This miniattire should be in the Gospel of John, 

and the entry into Jerusalem (sheet 125); ^ the Gospel 
of Mark the crucifixion (sheet 190 on the reverse), the 


Digitized by ooQle 



Digitized by 


Google 


Page XXI 


- 83 - 

descent Into hell (sheet 193 on the reverse), and the 

Ascension of Jesus Christ to heaven (sheet 19I1); In the 

Gospel of Luke the descent of the Holy Ghost on the apostles 

(sheet 5°0), the assumption of the Mother of God (sheet 

301); in the Gospel of John the Last Supper (sheet 3$1|.), 

and the cashing of the feet (sheet 38^ on the reverse). 

Obviously the miniaturist chooses from the Gospel very 

little, arranges the events In their chronological order, 

and brings here the pictures which do not refer directly 

to the Gospel; such is the assumption of the Mother of 

the 

God which, together with the pictures of/Palaeologi, 
give us reason to suppose that this manuscript had its 
origin either in Constantinople or Athos. The opinion of 
Muralt that the greatest part of the miniatures (except 
the Bvangelists and Demetrius Palaeologus) were made in 
Italy has only one correct part - that the influence of 
the Western school is reflected on them, namely in the 
landscape scenes, the aerial perspective and some loono- 
graphic details; but the general character of the com- 
positions and the Greek captions ( ) 

give us rather reason to believe that the miniatures were 
executed by a Greek who had acquaintance with jekos Western 
painting. 
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III* In the series of the complete Illuminated 


Greek Gospels the first place must be given 1) to the 
Gospel of the Paria National Library, of the XI century 
(No* 7 X 4 .) . By reason of the completeness of the icono- 
graphical material, preservation, the freshness of the 
colors and its icon-painting beauty, this is the best of 
all Byzantine Illuminated Gospels that has reached us* 

These merits compensate partly for the noticeable lack 
of Inventiveness, anatomical mistakes and incorrectness 
in the postures of some figures.^ 

Compare Waagen Kunstwerke u. Kflnstler in Parks 
3. 226-227* N.P* Kondakov History of Byzantine 
Art pp. 237-24° • Bordier Desci. 113-36* Some pic- 
tures in Labarte (Hist, des arts). Pogo de Fleury 
(L'Evanglle) and Grimoir Guide de l*art chr. 

Its miniatures embrace not only the most important 
events of the Gospel but also the details of the dis- 
courses, sermons, parables and similes. Step by step the 
artist follows the text of the Gospel, transferring 
this text sometimes to the miniature in the smallest de- 
tail. Here we see, for instance how the Savior is anoint- 
ing the eyes of the blind man with clay, how the guide 
is leading this blind man to the pool of Siloam, the 
blind man coming to the pool and returning healed, telling 
the people about his being healed, the parents of the blind 
man being asked to explain, here again the healed man 
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himself coming, the people chasing him away and he 
kneeling before Jesus Christ (sheets 186 - 187 on the 
reverse). All these details of the Gospel narrative 
expressed In separate miniatures.^ The character of 

^ The figures are about 3 centimeters high. 

the sermons and parables with their many shadings, par- 
ticularly complicated the work of the miniaturist: we 
see here, for Instance, how the sower Is casting seeds, 
how these seeds have germinated - some on stony ground, 
some among thorns, some are being picked up by birds, 
some have ripened on fertile ground; the reaper mowing 
the stout ears (70). A separate picture of the Savior 

on the throne, teaching his apostles, indicates that \ 

/ 

all these details do not express an historical fact, 
but only a supplementary narrative. With as many de- 
tails are presented the parable of the prodigal son 
(sheet llj.3 ) t the healing of the lunatic (sheet 83) and 
the others. The total number of the miniatures in the 
Gospel of Matthew reaches 99 * in th® Gospel of Mark - Page XXII 
67, in the Gospel of Luke - 97* and in t* 1 ® Gospel of 
John - 86. ^ Displaying such servility toward the text 

^ Bordier, dividing some miniatures in two parts, sug- 
gests a different enumeration: 110, 67* 103 and 95* 

Bordier p. 136. 
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and putting literalism among the basic requirements of 
Gospel iconography, the artist necessarily would have to 
permit repetition of themes, because he would find in 
the different Evangelists narratives of the same events. 
Such repetitions are not rare, but the miniatures re- 
peated are not entirely identical and allow shadings 
according to the peculiarities in the narratives of the 
different Evangelists. There are not here even two iden- 
tical miniatures. But revealing in this case a sensible 
and not mechanical attitude, the miniaturist discloses 
in many instances that he copied from existing originals 
and has no tinder standing of the significance of the ancient 
1 conograph leal details; for instance, the meaning of the 
nimbus. We have reason to think that in the most ancient 
illuminated Gospels, the apostles in the pictures of 
the events of the terrestrial life of Jesus Christ were 
represented without the nimbus, and only in the events 
of their lives beginning from the descent of the Holy 
Ghost was the ninbus used, as an external sign of blessed 
gifts and authority. As an example we point out the 
Gospels of the Rossano codex, the Syrian Gospel, the Gospel 
of Rabula, and the Trapesund Gospel of the Imperial Pub- 
lic Library in St .Petersburg (No. 21). While the 
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miniaturist of the codex under consideration uses the 
nimbus without any specific order: the same persons in 
very similar situations are represented here sometimes 
with the nimbus and sometimes without; in the same group 
of the apostles some of them have the nimbus and some 
have not (sheet 12ij. on the reverse); in the picture of 
the descent from the cross the companion of the Mother 
of God has a nimbus and the favorite disciple of Christ 
has none (sheet 208 on the reverse); in one of the pic- 
tures of the crucifixion the same companion has no nimbus. 
This inconsistency gives us an opportunity to see that 
the ancient point of view on the significance of the 
nimbus had no particular importance in the eyes of our 
miniaturist, Although he preserved an echo of this tra- 
dition in the nimbus of Herod (sheet I4.). The traditions 
of classic antiquity appear in weak traces in the minia- 
tures: the miniaturist represents with sufficient realism 
a building with cm antique portioo in the picture of the 
resurrection of the daughter of Archon (sheet 17 on 
the reverse)* an antique pool in the picture of the 
annunciation of the holy Mother of God ( sheet 105 on 
the reverse* compare with sheet 176). He introduces in 
the miniature the personifications of the wind and the 
River Jordan* changing the latter into the form of a boy 
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(sheet 6 J 4 . on the reverse). This shows that the personi- 
fication of the Jordan was not clear for our copyist: 
evidently some details of the complicated picture of the 
crucifixion are also not clear (sheet 59 ). Side by side 
with the antique elements, there are some details in the 
miniatures borrowed from the Byzantine mode of life. 

For instance, the garments, and the mourners in the farm 
of women with unbound hair in the picture of the res- 
urrection of the son of the widow of Nain (sheet 121). But 
in general the miniaturist follows the antique traditions 
of Byzantine iconography and firmly remembers that the 
foundation of his subject must be the Gospel text. It 
is impossible to deny that he knew some of the traditions, 
the origin of which is vague, and which tire attributed 
to apooryphic sources, but it is difficult to agree with 
a well-known specialist of the history of the Byzantine 
miniature, that the miniaturist, representing in detail 
the history of the annunciation and Nativity of Christ 

(2 

were using all the known apocryphles without discrimination.' 


N. P. Kondakov, History of Byzantine Art, p. 238 . 

By the way, we wish to correct an error which gives 
the author an opportunity to reprove the miniaturist 
for a display of bad taste in icon painting: this is 
the supposed representation of Jesus Christ with a 
broom, searching for a lost drachma (Ibid. pp. 139 
239). This picture is to be found on the reverse of 
sheet l)j .g; however it is not Jesus Christ with the broom, 
but the woman who lost the drachma, which is in accord- 
ance with the Gospel text (Luke XV, 8 - 9 ). 
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The annunciation is represented here only at one moment 
"beside the fountain", and there is no detailed develop- 
ment of the themes offered by the apocryphies. The Na- 
tivity of Christ is represented in the Gospels of Matthew 
and Luke in more detail, but here also we do not find 
indiscriminate use of the apocryphies. The miniaturist is 
copying from existing originals and repeats those forms 
which long ago were accepted in artistic practice. The 
annunciation beside a fountain is known in the monuments 
of the V and VI centuries; the details of the Nativity 
of Christ repeated by the miniaturist are to be found 
in anti quo -Christian sculpture. In the other miniatures 
he has also elements that are connected with the apooryphlc 
traditions; but these element s,jbu 3 aofta considering the 
entire aggregation of tha miniatures, do not occupy a 
noticeable place and do not penetrate into the depth of 
illustrations. The whole would not suffer very much if 
we were to throw aside these traditional elements. Prom 
this point of view this codex could not stand comparison 
with the known homilies of Jacob, the mosaics of the 
Constantinople Cathedral of Our Savior or with the sculp- 
ture of the Ravennate pulpit of Maximilian. The main 
iconographic forms of miniatures of this codex find. their 
explanation in the Gospel text* 
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2) An example of the same version is represented 
by the Slavonic Gospel of the Fecrovskv Edinover chesl-cv 
Church in the city of Ellsavetnrad - The spelling of the 
codex is Bulgarian; the antiquity is not earlier than 
the XIV century, because in the synoxar appended to the Page XXIII 
Gospel there are to be found the names of the Serbian 
saints - Simeon and Bishop Savva (XIII century).^ It 

^ Bishop Sergius Agiologia II, pp. 11 , 53* 

is written ih excellent script of the XIV-XV centuries on 
parchment in folio* The general character of the minia- 
tures is the same as those in the Paris Gospel No. 
the same completeness of iconographic content, the same 
compositions, partly the same mistakes and misunderstand- 
ings. V/e present for comparison a few pictures, relating 
to the last days of John the Precursor, token from both 
codices. The difference between the Elisavetgrad Gospel 
and the Paris is in details. In the beginning of the Gos- 
pel of Matthew, in a vignette in five medallions around 
the Evangelist Matthew there are represented Abraham, 

Isaac, Jacob, with scrolls in their hands and two cheru- 
bims; in the Paris Gospel, instead of Abraham, there is 
represented the Ancient of Days - the Savior in the image 
of an old man in a tunic and himation with scroll and a 
sign ( ) . A close resemblance of 
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this picture of Abraham with the pictures of Isaac and 
Jacob in the Elisavetgrad Gospel gives us reason to 
think that the miniaturist of this Gospel really in- 
tended Abraham here, but not the Ancient of Days; prob- 
ably the figure of the original from which he had copied 
had not had a caption, which is to be found in the Paris 
codex; the fact that the miniaturist of the Paris codex 
interpreted the significance of this figure correctly, 
taking it for the Savior but not Abraham, is proved by 
the repetition of the pictures of the same Savior in 
different aspects on the corresponding places of the 
vignettes of all the other Evangelists, as in the Paris 
and the Elisavetgrad codices. In the same vignette 

PICTURE 

Caption, 5* Paris Gospel No, 711- 


PICTURE 

Caption.6jSlisavetgrad Gospel 

below. Evangelist Matthew is standing before an tin- 
identified person dressed in the garments of a Byzantine 
Emperor: but in the Paris codex the picture of an En- 
peror is replaced by the picture of an abbot and it is 
placed at the end of the Gospel of Matthew, This latter 
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difference caused us to think that the Paris Gospel 

had a monastic origin and destination, while the 

Elisavetgrad one, or at least the original of it, was 

intended as a gift to a sovereign. The whole content 

of the miniatures in both Gospels is identical. In 

a 

the Elisavetgrad Gospel there are misslng/few miniatures 
which have second rate significance, and namely, in the 
Gospel of Matthew, Jesus Christ and the apostles on 
the way to Mount Eleon (Paris Gospel, sheet 53 on the 
reverse) and the bringing of Jesus Christ to the judgment 
of the Chief Priest (Paris Gospel, sheet 56 on the re- 
verse), the third picture of the crucifixion (Paris 
Gospel, sheet 59 on the reverse); in the Gospel of 

Mark there are missing the second picture of the prayer 

and 

of Jesus Christ in the Garden of Gethsemane,/the descent 
of Jesus Christ into hell; in the Gospel of Luke there 
are missing three pictures referring to Luke IV, 20, 
and the following; IX, ij .8 and 52-53 J the resurrection 
of the son of the widow of Naln (Lvtke VII, 11 and the 
following) the discourses of Jesus Christ with a lawyer 
(X, 25 ), the accusing of the Pharisees (XI, l\2) > ref- 
erence to the birds which do not sow and do not harvest 
(XII, 2k), to the didrachma (XV, 8 - 9 ); in the Gospel of 
John there is missing the second picture of the preaching 
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of Jesus Christ about the daily bread (Chapter VI)* All 
these omissions do no damage at all to the whole: almost 
all the omitted miniatures belong to the type of com- Page XXIV 
positions which are repeated In the codex many times, and 
therefore do not represent any particular interest. The 
rest of the miniatures in both codices are entirely in 
conformity. The differences in detail of the pictures 
are insignificant; for instance, in the picture of the 
Nativity of Christ (in the Gospel of Matthew) the minia- 
turist of the Elisavetgrad Gospel omits the cave, the 
beams emanating from the hand of the angel, the figure of 
the little goat; in the picture of the Baptism he omits 
the branch In the beak of the pigeon - the Holy Ghost, 
the star, the hand of God the Father and the cross in 
the water; the picture of the ascension of Our Lord is 
supplemented by two angels; the Mother of God is placed 
between two groups of apostles, and the hale of the 
Savior has the form of a many-colored sphere. 
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